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Fashion is a process of continuous change by which 
succffisioe fnshion products are generated. Adopfion 
is through a process of imitation by consumers who 
collectively express a socinl consensus. The desire to 
assert social or economic status would seem to be of 
importance in explaining the impetus for an indioi- 
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 [I9681 and Blumer 
[19691, 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 [I9731 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 [19811, 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 entitv. In fact. the most ob- 
vious consensus to emerae from the literature is that 

the only unchanging certainty about fashion is that 
it never ceases to change. Robinson [19601, for exam- 
ple, refers to fashion as ".... a dynamic process" and 
Young [I9371 comments that "..... fashion is evolution 
without destination". The latter view is echoed by 
Douglas [I9701 who proclaims that, 

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

Many authors, including Benthall and Polhemus 
[19751, 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 [19781, for example, state that: 

" In recognising that the increased modemisation 
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 a p  
propriate "natural" expressions of the process of 
modemisation [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 mnsuma 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. 'l 
legal profession and clergy, who wear clothing  st^ 
which embody unchanging values, would seem to 
typical examples. 
3. FASHION AS PROCESS OR PRODUCT 

Robinson [I9611 states that fashion is a 
"Process ..... through which particular "fashior 
succeed one another." 

This is an indication of how the term fashion ( 
be used to refer to both a process and a product desi 
or type. The process, which is seemingly governed 



MODA: 
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Moda birbirini izleyen moda iiriinlerini ortaya 
qkaran bir siirekli de@gim silrecidir. Benimsenme, 
beraberce bir sosyal gtiriig birligi sergileyen 
tiiketicilerce bir taklit edilme siireciyle olur. Bir bi- 
reyin benimseme kararlna yo1 scan iomeyi 
a~rklamada sosyal ya da ekonomik statii kazanma 
iste@nin tinemli olduju gariilmektedir. 
1. WODA" T E R ~ M N ~ N  KAPSAMINA ~ L ~ s K ~ N  
GjRiS 

C;agdag toplum yapnurun birpk boyutunda mod- 
anln yaygln etkisi oldugu g6zlenmigtir. Bunlar 
arasmda, ornegn Wasson [I9681 ve Blumer [19691, 
modan~n soyut ve uygulamah sanatlar, eglence, ede- 
biyat, felsefe, dinsel ilgi ve bilim cevrelerinde etki- 
li oldugunu ileri siirerler. Winakor ve Goings [19731. 

".... moda hemen hemen giinliik yagamln her 
y8niinii etkiler " derler. 

Olay en s ~ k  olarak giyim alanlnda farkedilir ve 
moda literalii~niin biiyiik biiliimii dikkatini bu alana 
yonelhnigtir. 

Yakln zamanda Sproles [I9811 tarahndan belirtil- 
d i g  gibi, bugiinkii haliyle moda teorisi, gevwk bir 
bicimde diizenlenmig bir ac~klaym prensipler ve 
ijnermeler dizinini icerir. "Moda" teriminin kendisi- 
nin bile bir dizi yorumlara ve uygulamalara ac~k  
oldu@ @~ldii@nde, bu bir supriz degldir. Bunu 
hat~rda tutmak koguluyla bu makalenin amacl 
"moda" teriminin kullammm~n genel bir incelemesi- 
ni yapmak ve buna ek moda ii~nlerinin geligmesine 
yo1 aqan taklit siirecine iligkin k ~ s a  bir tartlgma 
acmakhr. 
Z MODA ve D E &  kKES1 

Giysilerde kendisini ortaya koydu& gibi, moda, 
onemli say~da cegitli bicimlerde tan~mlanm~gt~r.  
Modamn genelde bir deggim siireci oldugu ve hicbir 
zaman, tek bagma, deggmez bir varhk olmadl$ ka- 
bul edilir. Ge~ekte,  literatiirden ortaya elkan en be- 
lirgin goriig birligi (consensus ), modaya iligkin tek 
deggmez kesidign hicbir zaman deggimini durdur- 
m a d ~ g ~ d ~ r .  Ornegin Robinson [19601, modadan 

".....dinamik bir siirq" olarak d z  eder , ve Young 
[193fl " ..... moda hedefsiz bir evrimdir " der. Bu so- 
nuncu gii*, 

" ..... moda ..... hicbir belirli noktaya hedeflenme- 
mig, fakat daha cok deggim siirecinin kendisine 
hedeflenmigtir." 

diyen Douglas [I9701 tarahndan yanlalanmaktadu. 
Benthall ve Polhemus [I9751 dahil bir~ok yazar 

modadaki degigimlerin toplumsal degigimleri 
y a n s l t h s ~  ileri siirer: 

'Sosyal viicudun formu fiziksel viicudun formu ta- 
ahndan yanslhllr ve bunun tersi de olur." 

Bir deggim siireci olarak modaya d e g ~ n  toplu- 
mun bir sembolii olarak balalabilir. Ornegn Polhe- 
mus ve Procter [I9781 Sijyle derler: 

"Cagdag toplumun artan rnodemizasyonunun d e  
ggimi kurumlaghrd~@n~ kabul ederken, moder- 
nizasyon kapsarmnda deggiminin ve onun moda 
sistemi i~indeki sembolik gosteriminin, herhangi 
bir son amac olmaksmn surekli bir devrim tiirii 
olan modemizasyon siirecinin uygun "dogal" 
ifadeleri oldugunu da kavramaya baglaya- 
biliriz." 
Moda aynl zamanda " ......... gu anda uygun olamn 

alglanmas~ " olarak da tanlmlanrmghr. Toplumsal 
deggim bazen rollerde ve yawm biaminde yeni giy- 
si formlan gerektiren degigimler getirir. Blumer 
tiiketici davranlglmn onemini ve modan~n deggimi 
siirecindeki k a t k ~ s ~ n ~  tart~gmakta ve sunu ileri 
siirmektedir : 

"Modamn iglev gordii@ alan, eski uygulamalan, 
inanclan ve bagl~hklan gozden gqirmeye ya da 
ahnaya h a m  insanlar~yla, yeni sosyal formlan 
benimsemeye yonelmig konumda bir deggimi ha- 
reketine kangmq bir alan olmahd~r. ...." 

Buna karyt olarak, deggimin kummlagmadl$, 
ya da kigilerin deggimi kabule h a m  olmad~klan 
alanlann belki de moda deggiminden uzak olanlar 
oldu& ileri siiriilebilir. Bunun tipik orneklerinin, de- 
&mez degerleri i~eren giysi modellerini giyen resmi 
gorevliler ve din adamlan oldu& g o ~ l i i r .  
3. S m E C  ya da m h I  OLARAK MODA 

R o b i i n  [I9611 modamn, 
" Belirli modalarm birbirini izledig bir siirec. " 

oldugunu ileri surer. Bu, moda teriminin nas~l hem 
bir siirece, hem de bir i i ~ n  tasanmml veya tipine 
deginmek icin kullan~ldl$n~n bir gostergesidir. 
Degipn zevklerin ve duyulan gereksinimlerin bir 
bak~ma yonettig siireq " ....... deggken suslenme 
bicimleri" ve "..... tiiketim davran~g~n~n  halihaz~r 
bicimi" olarak tan~mlanmaktad~r. 



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- 
ion, it is clear that many have a very similar con- 
tent. Nystrom's 119281 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 119801 expresses agreement when he defines 
fashion as, 

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

4. FASHION OVER DIFFERENT TIME FRAMES 

Guerreiro 119811 and Greenwood and Murphy [I9781 
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 [ I 9 6 3  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." 

A strong element to emerge from the literature is 
the recognition of different time frames of fashion 
change. Flugel [I9301 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 o m s  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 
hum of rates of change. Horn [I9751 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 Thanel 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 119311, 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 

Sapir [I9311 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 [19371, 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 [19641, a dress designer, claims 
that: 

"Fashion is a constantly changing means of seduc- 
tion." 

In a similar vein, Laver 119591 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 [I9281 maintains 
that fashion adoption demonstates "...... the pre- 
sence or possession of wealth", whilst Duncan [I9621 
asserts that adoption is dependent on creating and 



Modan~n i i ~ n e  dayah tan~mlamalanni gozden 
ggirirken bir qoifunun benzeri i~erik tapd~@ agkhr. 
Nystrom [1928Isun tamm klasik bir ornek haline 
gelmigtir; modanm, 

"...... verilen bir zamanda yaygm dummda olan 
stilden bagka bir gey." 

olmad~&n~ belirtmigtir. Kotler [I9801 moday, 

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

olarak tammladl&nda, ayni goriigii ifade etmekte- 
dir. 
4. FARKLI ZAIvlAN C E R C E V E L ~  t@VDE MODA 

Liteatiirden kaynaklanan giidii bir oge de, moda 
degimlerinin farkli zaman ~erqeveler i~n  farkedil- 
mesidir. Flugel [I9301 "zaman idnde yavag yavag 
degigen" "sabit" giysi ile "zaman i~ inde  qok h ~ z h  
degiwn", "moda" giysisi arasinda aynm yapar. Do- 
layis~yla, b a z ~  giysi tiplerinde o lduk~a  h ~ z h  
degigim ortaya gkarken, digerlerinin uzun zaman 
.dilimleri iqinde yaln~zca kiiciik degigikliklere 
@ad@ go~lmektedir. Bu iki degigim hm, degigim 
h z ~  spekhumunun her iki ucunda da olabilir. Horn 
[I9751 bu taniyl, "moda" ve "gelenek araslndaki 
kendi a y n m  ile g6yle yapmaktad~r: 

"Buradaki onemli nokta, terim tan~mlamalan- 
mmn kesin olmaktan qok goreli olmasldir. neri - 
geri giden moda ile dayanlkl~ bir gelenek arasm- 
daki kargilaghrmada ikilem olarak gijriinen wy, 
gerqekte aym uzaym farkli noktalanndan sqilen 
iki u~ dumm arasmdaki bir kargilaghrmad~r." 

Farkli giysi tiplerinin farkh moda degigim 
h ~ z l a r ~  gosterdiginin farkedilmesi "klasik ve 
"8zenti" gibi b a a  terimlerin kullanlmma yo1 
apughr. "Klasik" terimi qok kez yavag degigen giy- 
si stilleriyle iligkili olarak kullan~lmqtir. 

Jarnow, Judell ve Guerreiro, a m e n ,  bu terimi, 

"Uzun bir zaman peryoduna dayanan bir stil." 
anlamnda kullanrn~gtlr. 

"Chanel t a k m  " ve "Burberry " veya "Asquascu- 
turn " pardesiileri, geqen zamana kargin 
popiilaritesini koruyan giysi stillerinin tipik 
ornekleridir. Yazarlar "bzenti - fad (ing.)" terimini 
popiilaritesi lasa siiren giysi stilleri iqin kullanrnak- 
tadir. Sapir 119311, Brnegin, "8zenti"lerin kabuliiniin, 
moda iiriinlerinin qoifundaki gene1 dummdan farkli 
olarak daha az sure icin daha az ki~iyi ilgilendir- 
digini ileri siirmiigtiir . Benzer biqimde, Jarnow, Ju- 
delle ve Guerreiro [I9811 ve Greenwood ve Murphy 
119781 ozentilere qabuk kabul edilen fakat h~zla 
kaybolan moda i i ~ n l e r i  olarak bakmtglard~r. 

5. MODANIN KABuL~: B h  TAKLiT S i j ~ E a  
Bazi gozlemciler moda kabuliiniin, bireylerin bir 

toplumsal goriig birligini kollektif olarak 
a ~ ~ k l a d ~ k l a r i  bir taklit siireci icinde ortaya 
pkh&nl savunurlar. Brenninkmeyer [1963], brnegin, 
bireysel diirtiilerle grup davramglnln ikili onemini, 

34odamn hem psikolojik, hem de sosyolojik yonli 
vardlr; bireysel isteklerin, bireyin temasa gqtigi 
sosyal sistem taraflndan olugtumlduklan i ~ i n  bir 
sonucudur." 

diyerek kabul ehnektedir. 
Sapir [I9311 bir bireyin moda i i~nler ini  benimseme 

iglevine katllmas~ iqin aygidaki nedenleri ileri 
surer: Can slkmtisindan kurtulrna, cekici olma 
arayqi, iistiinliik arapgr, "02 benligini kamtlama" 
ve "prestij ve tanlnma istegi". Bireylerin "ego" 
l a n n ~  ya da "benliklerini aqklamak, kanltlamak 
ve kabul ettirmek iqin kendilerini moda degigimine 
verdikleri literatiirde genig bidmde apklanm~ghr. 
Bazi yazarlar moda kabulii idn itici giiciin ozellikle 
karg~ cinsi qekme i s t e  oldugunda mar  ederler. Bu 
"igfal prensibi", gelenekler tarihinin iiretken bir ya- 
zan olan Laver 119371 tamfindan, moda degigimini, 

"..... glkhk yangl, yani modanin esasl olan 
qagdag igfal yang~." 

olarak tanimlad~@nda aqkl~ga kavugtumlmug ol- 
maktad~r. Benzer bi~imde, bir kadm giysisi ta- 
sanmasi olan Amies [19611, 

"Moda siirekli degigen bir igfal araadir." 
savm ileri siirmektedir. Benzer bir iislupla Laver 
[I9591 de, zamanln akqi iqinde, bayan giysisi ta- 
sanmnm viicudun degigik Mliimlerini sergilernek ve 
odaklamak i ~ i n  degigen "kayan erotik b6lgeV lerin- 
den s6z eder . Bir giysi tasarlmindaki "erotik Mlge" 
nin siirekli olarak cekingenlik smrlarmn biraz 
Btesinde, dolayls~yla dikkati uyarmak iizere, 
viicudun "yeni" bir bolgesine hareket etmesi gerek- 
tigini ileri siirer. Bununla beraber moda iiriinlerinin 
kabuliinde ek bir ~ o k  y6nlendirici fakt6Nn etkili 
oldugu g8Nlmektedir. Genel konugulursa, literatiir 
g i i ~  ve statii kan~tlamamn modamn kabul siirecinde 
etkin oldugunu belirtmektedir. Kanltlanan ve elde 
edilmeye <allyIan giic hem gerqek ekonomik g i i ~  
hem de soyut kigisel prestijdir. Nystrom [I9281 moda 
kabuliiniin 

" ......... zenginligin varli&m ya da zenginlige sa- 
hip olundu&nu" 

gosterdigini ~srarla savunur, buna karjin Duncan 
[I9621 kabuliin hiyerarji ve statii sembderini yarat- 
ma ve kullanmaya dayandi&ni ileri siirer . Giyside 
statii, goriiniigte, liiks ve pahali kurnag kullanim ile 
ya da bir giysideki igqiligin sen olarak iiretilme- 
digini gosterdig zaman iletilmig olmaktadu. 



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 [I8891 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 drek, 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 
[I9751 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, therlfore, so much the harder 
to get. Fashion creates that scarcity by discarding 
old forms." 

In a previous work Robinson I19611 describes fash- 
ion as the "...... demonshated command over cument 

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 [1%2], 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 [I8181 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- 
shoyed 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 [I9041 when he states 
that: 

"As fashion spreads, it gradually goes to its 
doom." 
Tarde 119041 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 [I9041 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 wony of 
choosing and appears simply as a creature of the 
group, as a vessel of the social contents." 
Without a d e p  of imitation and consensus, fash- 

ions would seemingly not develop. Tarde [I9041 
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 observem appear to agree with the no- 
tion that in a class stratified society, the process of 



Veblen [1889], "Aristokrat S~mf Twrisi" ad11 Ha- 
sik eserinde, toplumun ust sosyal slmflannda zengin- 
ligin sergilenigini tart~gmaktad~r. Giysinin hem 
"gozle goriiliir israf", hem de "giizle g o ~ l i i r  serbest- 
lik" belirtilerek sergilendigini ileri surer. S y l e  der 

"Giysinin en biiyiik ve hakim nonnu gazle giiriiliir 
israf gene1 prensibidir - bu prensibe ek ve bunun 
bir sonucu olan ikinci bir norm olarak da gozle 
goriiliir serbestlik prensibini giiriiyoruz." 

Goriiliiyor ki "gozle goriiliir israf" ve zenginlign 
sergilenmesi Veblen'in incelemelerinden bu yana 
b a z ~  baklmlardan degigmigtir. Geqmig yiizylllarda 
niifusun aristokrat ya da kral ailesinden olan qok 
kiiqiik bir oranl zenginligi pahall kuma~lardan 
yapllmg giysiler giyerek gosteri~li bir biqimde ser- 
gilemig olabilir, fakat qagdag giyimde zenginligin 
sergilenigi daha ince ek bir boyut kazanm~g gibi 
goriinmektedir. Son zamanlarda, Limegin, giysi 
iiriinleri yap~mc~lan ,  tiiketicinin giysi iiriinleri 
iizerindeki prestij saglayan markalan ve tiir isimle- 
rini sergilemeye yonelik isteminden yarar 
saglamqlard~r. 

Veblen'in giyside kendini gosterdigini ileri 
siirdiig ikinci zenginlik gosterimi "gozle goriilur ser- 
bestlik " le ilgilidir. Bu giysi modeli, giyen ki~inin 
bedensel bir igle ilgili olmad~&na igaret etti@ za- 
man ortaya qkar. Bay ve bayan geleneksel resmi 
giysileri tipik qagdag ornekler olarak 
g6riiIUnektedir. 

Veblen gu giizlemi yapmaktadlr: 

"Bayanlann giysileri giyenin iiretken bir i$en 
uzak olu~unu gosterne yolunda erkeklerinkinden 
daha ileri gitmektedirler." 

Giysilerin giicii, zenginlig ve prestiji sembolize et- 
melerinin bir diger araclnln bunlar~n goreli 
lutllklan oldu& kabul edilmigtir. h e g n  Robinson 
[I9751 $yle der: 

"Moda, belki de statii rekabetinden dogan dav- 
ramgsal bir olayd~r. Daha yiiksek sosyal statii 
konumlar~ iqin yang~rken, insanlar sat~nalma 
giiqlerinin biiyiikliignii sergilerne yolunu swrler. 
Bunu yapmalannm bir yolu karglla~hrmah ola- 
rak az - ve dolayls~yla elde edilmesi daha zor - 
olan egyalan elde etme ve onlara sahip 01- 
makhr. Moda eski formlar~ atarak bu azh& ya- 
rat~r." 

Daha onceki bir ~altgmada Robinson [I9611 mo- 
da yl 

".... iiretimin halihaz~r faktorleri iizerinde sergi- 
lenmi~ kontrol" 

olarak aq~klar. Modanln temsil ett ig biqimlerin 
siirekli degigtirilmesi ve gozden geQrilmesi sonucu , 
bir birey diizenli olarak yeni bidmleri edinerek 
ekonomik giiciinii kamtlayabilir ki bu siirq "..... ann 
zomnlu aranlg~" olarak aqklanu. De&im ve @ci 
olarak "nadir" olan iiriinlerin yarahlmas~ylad~r ki 
Duncan [I9621 tarafindan tanlnan hiyeraqi ve statii 
sembolleri yaratdabilir. Bir moda giysisinin degeri 
mutlak ya da gerqek olmaylp onun bir deggim 
siirecinin parqasl olmaslndan kaynaklanmaktad~r. 
K I ~  bir iiriinii edinmeyi saglayan ekonomik giice sa- 
hip olugla ilgili wkinlik ve kigisel iddia, iiriin 
ht11gm1 yitirdikqe zayflar. 

Hazlitt [I8181 amn aranmaslnl "....... gosterig 
yangPolarak anlat~r ve 

"yalnlzca belirli say~da insan araslnda pay- 
lag~lmakta oluguyla var olur ve daha biiyiik bir 
saylya iletildiginde temeli ylk~llr." 

diyerek bunu belirli bir modanm Bnemi ile 
ili~kilendirir. 

Bir iiriin daha y a y p  kabul gC~riildii@inde sembo- 
lik prestijini yitirir. Bunun sonucu, bir tiiketicinin az 
olana sahip olmay~ ve bununla gelen statiiyii 
siirdiirebilmesi iqin yeni i i ~ n l e r i  siirekli olarak edin- 
mesi gereklidir. Bu iiriine gittikqe daha az k ~ t  
goziiyle b a k ~ l d ~ k g  o i i ~ n ,  sembolik prestijini yitirir 
ve aymah olarak elenir. Bu egilimin aqk bidmde 
tamnmasl Simrnel [I9041 tamfindan, 

"Moda yay~ld~kqa,  agamal~ olarak sonuna 
ulapr." dedi@nde olmugtur. 

Tarde [I9041 taklidi "..... toplum yaFrmnln temel 
ilkesi" olarak aqklar ve bireylerin siirekli olarak, 
yalnuca birbirlerinin kabul desenlerini degil, fakat 
aynl zamanda kabul nedenlerini de  karmayk 
biqimde taklit siireci iQnde olduklann~ ileri surer . 
Daha ileri bir aqklama olarak Simmel [I9041 sijyle 
demektedir: 

"Taklit bireye davran~glannda yalmz o lmad~k 
doyum duygusunu verir. Ne zaman taklit etsek, 
yaln~zca yarahcl etkinlik i ~ i n  gerekli istemi 
degil, aym zamanda bu etkinIi@n sorurnlulu&nu 
da kendilerimizden bir bagkaslna iletmig oluyo- 
ruz. B6ylece birey sgmenin slkmhslndan kurtul- 
mug olmakta ve en basit biqimde toplumsal 
degerlerin bir taglylasl olarak grubun bir iiyesi 
goriiniimiinii almaktad~r." 

Belirli derecede bir taklit ve goriig birligi 01- 
maksmn moda geligmez goriiniimdedir. Tarde [I9041 
taklidin, bagkalar~ taraftndan goreli olarak ustiin 
statiide olduklar~ farkedilen bireylerden gelme 
eglimi gosteren ana etki ile siirekli biqimde ortaya 



imitation occurs because of the individual's tendency 
to aspire to the socio -economic class above his or her 
own 

Webster an Driskell [I9831 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 119751, for ex- 
ample, discusses the tensions of conformity and dis- 
tinction in dress whilst Sapir 119311 refers to fashion 
as reconciling the tendencies of "individual freedom" 
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 exhemes 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 exhemes. 

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 

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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qkh@nda mar  eder. Birqok gozlemci taklit siireci- 
nin, suufsal katmanh bir toplumda ferdin kendi si- 
n ~ h  iistiindeki bir sosyo - ekonomik sirufa yiikselme 
eglimi nedeni sonucu olugtugu diigiincesi iizerinde 
anlaprlar. 

Webster ve Driskell 119831 alglanan ~ekicilik ya 
da giizellik ile bunun bireyin alglanan statiisii ile 
olan iligkisi iizerinde bir inceleme yiiriitmiiglerdir. 
hcelemeleri sonucunda, a p k p  goriilen (8rne@n zen- 
ginlik veya sosyal etkinlik aqs~ndan) bir yiiksek 
statii sergileyen bireyin, 

".... ger~ekten, 6rnegin boyle bir yiiksek 
statiiden yoksun bir benzer ikizinden daha ~ekici 
olarak alglanaca@n~" 

ileri siirmektedirler. Dolaywyla bireylerin gBreli 
olarak daha yiiksek sosyo - ekonomik gruplardan 
olan bagkalann~ taklit edebilecekleri zira onlann 
goriinumlerine hayranhk duyduklar~ anlaplmak- 
tadw. 

Moda kabuliiniin goriiniigte qeligkili "farklilagma" 
ve "taklit" eglimleri arasindaki dengeyi ve gergin- 
ligi saglama olas~li& literatiirde sik sik rastlanan 
bir konudur. Horn 119751, Bmegin, kadm giysisindeki 
genele uyum ve se~kinlik aras~ndaki gerilmeleri 
tartismken, Sapir 119311 modadan "bireysel 
Bzgiirliik ile "sosyal uyum" eglimlerinin uzlagmaw 
olarak si6z eder. $nu ilan eder: 

"Moda gelenekten kaqg maskesi altmdaki gele- 
nektir." 

6. SONUC 
Her ne kadar goriiniigle ~agdag toplumun birqok 

~evrelerinde derin bir etkiye sahipse de, en aqk 
b i~imde modanin kendini g6sterdigi yer giysi 
alanidir ve bu alandad~r ki moda literatiiriiniin 
biiyiik boliimii dikkatleri yo&nlaghrmaktad~r. Bir 
giysi iiriiniiyle ilgili kullanimnda "moda" terimi, 
bir grup insan tarafindan, belirli bir zaman 
doneminde, daha once kullanilmg stillerden g6ze 
Carpar bicimde farklilik gosteren giysi stillerine ra- 
hatltkla uygulanabilir. Bazi giysi stilleri, griiniigte 
farkl~ moda kabul edilme siireleri sergilerler. "Kla- 
sik" ve "ozenti" terimlerinin moda siireleri spektru- 
munun iki uc noktas~na giisterir b i~ imde kul- 
lanilmalan goriiniigte en iyisidir. Eger anlaylgimn 
geligtirmek istersek, ampirik inceleme yoluyla, 
moda siirelerinin sadece u~ noktalanni de@l,Tim 
yayllma alanin~ belirlemeye yijnelik acil bir gerek- 
sinim oldu& anlagilmaktadir. 

Literatiirde modanin, sosyal sistemin iiyeleri ta- 
rafindan kabul edilme yoluyla birbirini izleyen 
moda iiriinlerinin yarahlip bunlarm birbirlerini iz- 
ledikleri siirekli bir deggim siireci oldugunda aqk 
bir goriig birlig bulunmaktadir. Bu siirecin sonunda 
ortaya qkan u ~ n l e r i n  fiziksel ozellikleri g6riiniigte 
s6z konusu sosyal sistemin iiyelerinin degigken 
begenileri ve duyulan gereksinimlerine baglid~r. Ka- 
bul siireci bireylerin kollektif olarak bir sosyal gijriig 
birligni aqga vurduklan bir taklit siirecidir. Lite- 
ratiirde, kabul siireci i~ inde  bireylerin iglev yiiklen- 
melerini etkileyen ~ o k  sayida motivasyon ileri 
siiriilmektedir. Bunlar aras~nda baskm olam, yiiksek 
sosyal ya da ekonomik statii ile yiiksek kigisel pres- 
tije s h i p  olma ya da yiikselme istekleridir. 




