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CHAPTER 1 THEORY OF
FASHION DESIGN

1.1 What Is Fashion?

row, is one of the most powerful forces in our lives. It

influences what we wear, the way we talk, the foods
we eat, the way we live, how and where we travel, what we
look at, and what we listen to. Fashion is what leads us to
discard a product that is still useful but is no longer “in. ” @
It is also what makes us sometimes wear more clothes than
we may actually need, and sometimes less than is needed to
protect us from the cold or the sun.

The intensity with which changes in fashion are fol-
lowed by people everywhere on all levels of society is evidence
of its social significance and its impact on human behavior.®
To be “out of fashion” is indeed to be out of the world.

F ashion, which is as old as time and as new as tomor-

The Language of Fashion

Many definitions of fashion have been given by wise
and witty or learned men and women. For example, to
Oscar Wilde, “fashion is a form of ugliness so intolerable
that we have to alter it every six months. ~ And according
to Ambrose Bierce, “fashion is a despot whom the wise
ridicule ... and obey. ~ Thoreau philosophized that “every
generation laughs at the old fashions but follows religiously
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the new. ” And Shakespeare wrote that “fashion wears out
more apparel than the man. "®

Fashion Means Consumer Acceptance

Among the countless definitions of fashion, the one
from Webster’s latest unabridged dictionary (the Third
International ) comes very close to what professionals
mean when they use the word: the prevailing or accepted
style in dress or personal decoration established or adopted
during a particular time or season. The most widely
recognized fashion authority, the late Dr. Paul H. Nys-
trom, defined fashion in similar words as “nothing more
or less than the prevailing style at any given time. @
Thus, a fashion is always based on a specific style. A
style, however, does not become a fashion until it gains
consumer acceptance, and it remains a fashion only as
long as it is accepted.

For example, bow ties, tapered jeans, crinoline skirts,
and chemise dresses are and will always be styles, but they
can only be called fashions if and when they become pre-
vailing styles. It is clearly possible, moreover, for a par-
ticular style to come in and go out of fashion repeatedly.
Some examples of such “ins and outs” of fashion are peasant
blouses, sheath dresses, padded shoulders, and circular
skirts, to name but a few.

The element of social acceptance is the very essence
of fashion. Acceptance, however, does not mean that a
style is necessarily worn by everyone or even by a majority
of the public. Acceptance can be and usually is limited to
a particular group of people or to a particular location. For
example, what New York men and women wear is often
unacceptable in other parts of the United States that have
markedly different climates or mores. Furthermore, what is
popular among a particular age or occupational group may
not be accepted by those of different ages or occupations.

Fashion Trend
Fashions are not static; there is always movement,



{ 1.1 What Is Fashion?

and that movement has a direction, discernible to careful
observers. The directions in which fashions are moving are
called fashion trends. For example, skirt lengths may be
moving up from the calf to the knee — perhaps almost
imperceptibly from one season to the next, but generally in
an upward direction. Short jackets, as another example,
may gradually be gaining at the expense of hip-length
styles. Men’s ties may be getting wider or narrower;
women’s shoes may be getting clunkier or more elegantly
slim; the athletic workout look may be getting more or less
popular in other leisure-time clothes; and so on. The
change from season to season may be slight, but they
generally have a direction. The ability to recognize that
direction or trend is vital to fashion practitioners. Since
these people must work far ahead of consumers’ buying
periods, much of their success depends on their ability to
read the signs and recognize promptly the incoming and
outgoing trends in fashion. The terms “prophetic, = avant
garde, and forward fashions are often used to describe
styles that are gaining in acceptance.

The Constant in Fashion Is
Change

If there is one absolute constant pertaining to fashion, it
is the fact that it is always changing — sometimes rapidly,
sometimes slowly, but it is never static or dormant® This
element of change is recognized in the definitions of fashion
itself cited earlier, by the use of such words as “prevailing”
or “a given period of time. ” To ignore the element of change
is like looking at a still photograph in place of a motion
picture. The still tells you what is happening here and now;
the motion picture shows you what came before and what
may lie ahead.

Why Fashions Change
To understand the constant changes in fashion, it is
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imperative to understand that fashions are always in harmony
with their era. As a famous designer expressed it, “Fashion
is a social phenomenon which reflects the same continuing
change that rides through any given age. ~ Changes in fash-
ion, he emphasized, “correspond with the subtle and often
hidden network of forces that operate on society . ..© In this
sense, fashion is a symbol. ~

Changes in Fashions Are Gradual

Although fashions change constantly and new ones
appear almost every season, a full-scale changeover is
never completed at any one time. In studying the pattern
of change in fashions, scholars have observed that changes
in fashion are evolutionarv in nature, rather than revol-
utionary.

It is only in retrospect that fashion changes seem marked
or sudden. Actually, they come about as a result of a series
of gradual shifts from one season to the next.? For example,
when women’s skirts began inching up from midcalf in the
1960s, this gradual shortening was not particularly notice-
able at first. It was only when skirts moved thigh-high, in
the form of minis and micro-minis, that people took notice
of the approaching extreme. Similarly, when men begin to
abandon ultranarrow ties and suit lapels in favor of more and
more width, the changes are not noticed at first. Then,
when wide ties and lapels begin to lose their appeal and
progressively narrower styles make their appearance, people
again mistake their belated recognition of these gradual shifts
for a sudden change in fashion.

Even today, when the rate of fashion change has
accelerated sharply, the pace of change is really slower
than it appears to the unskilled observer who has failed
to notice the early evolutionary movements in a new di-
rection.
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The Prediction of Fashion

Analyzing and predicting which styles will become the
fashions for coming seasons has been called an occupational
guessing game for the fashion industry, with millions of
dollars at stake.® Fiber, textile, and leather producers must
work from one to two years ahead of the consumers’ buying
seasons; apparel and accessory designer/manufacturers must
prepare their lines from nine months to a year ahead in order
to show them to retail buyers three to six months in advance
of the consumers’ wearing season. Without accurate forecasts
and projections of what looks, colors, fabrics, silhouettes,
and design details are likely to be acceptable to customers,
they would not be able to produce and sell the massive
quantities of textiles and apparel that they do.

Such forecasts and predictions of fashion are neither
guesswork nor a game, nor a matter of intuition. Rather,
prediction is one of the most vital activities in the fashion
industries. The successful forecaster recognizes that fashion
is neither haphazard nor mysterious, but a tangible force
whose progress can be charted, graphed, understood, ex-
plained, and projected. Basically, what fashion practitioners
do is examine past experiences for clues as to what will
happen today, and then analyze and evaluate today’s activi-
ties for indications of what may happen tomorrow. m

Words and Phrases:

1. discard [dis'ka:d] . #3%,E

2. intensity [in'tensiti] n. SRZIFRSEF

3. all levels of society #&&HE

4. Oscar Wilde BH#iF - /R (1854—1900), BIER, /)
WE, FEA

5. despot ['despot] n. 2E,hRHE

6. ridicule ['ridikju:ll n. &5, ®5F
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philosophize [fi'losofaiz] v M IRAIF BE AR
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EpRE S

. Webster’s latest unabridged dictionary 35 FCF#r K FEHL
10.
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13.
14.
15.
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22.

prevailing [pri'veilin]  adj. BATHI; FATH; BRI
tapered jeans #EFE 4 T4

crinoline skirt  fZE4E

chemise dress & iEKE

peasant blouse  KIAKSE LT ¥

sheath dress %5 (87%)E K

circular shirt  BW\R T #E4F

to name but a few LA L6 Ay 4]

markedly ['ma:kidli] adv. iE#H; BEH

mores ['morrizz]  n. 54314

discernible [dis'sa:rnobl]  adj. ATHFIEY, ATEHE
calf [ka:f] n. /pEERETF

imperceptibly [impa'septabl]  adv. #2218 i ; REERK
B

at the expense of 7EHRAE - HIEHR T ; LA--- FHEHE
R

hip-length ['hip'len®] adj. & ZEHH (BRE)

clunky ['klanki]l adj. JE

workout ['wartkaut] n. B3 5EKYIZR

practitioner [prek'tifna]l n. Mk

prophetic [pro'fetik]  adj. BEH,BURH

avant garde i LY

forward ['forwad] adj. 2P

be pertaining to sth. - FHEH;HFET - ES

dormant ['dormont]  adj. KRB

imperative [im'perativl  adj. %7

full-scale ['ful'skeill adj. 23K, £EH
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1.2 Principles of Design

hether design elements are used successfully de-
\)\/ pends on their relationship to one another within the

garment. Principles of design serve as guidelines
for combining elements. Designers may not consciously
think of these principles as they work, but when something
is wrong with a design, they are able to analyze the problem
in terms of proportion, balance, repetition, emphasis, or
harmony (the first four principles work together to create the
ultimate goal of harmony). These principles are flexible,
always interpreted within the context of current fashion.

Proportion

Proportion is simply the pleasing interrelationship of the
size of all parts of the garment. When conceiving a style, the
designer must consider how the silhouette is to be divided
with lines of construction or detail. These lines create new
spaces, which must relate in a pleasing way. Generally,
unequal proportion is more interesting than equal. Many
mathematical formulas have been proposed as guidelines, but
the best results come from practice in observing and analyz-
ing good design, for standards of proportion change with
fashion cycles.?

The height and width of all parts of a design must be
compared. Individual sections of a garment, such as
sleeves, pockets, and collar, must all relate in size to each
other as well as to the total silhouette. A jacket length and
shape must work with the length and shape of the skirt or
pants.

Background space is just as important as the detail or
shapes within it. A large, bold shape against a plain back-



