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The fashion business is exciting, stimulating, fas-
cinating! Because it is also ever-changing, we
have developed Fashion Merchandising: An In-
troduction, Fifth Edition, to provide a structured
learning process to help students discover the
innovation and challenges of today’s fashion
business.

Fashion Merchandising: An Introduction, Fifth
Edition, reflects the survey nature of an intro-
ductory course by covering all the interdependent
levels of the fashion business so that students
can be made aware of the many careers in fash-
ion. The concepts and practices developed are
equally applicable to the merchandising of all
fashion-influenced goods, although the text treats
them largely in terms of men’s, women’s, chil-
dren’s apparel and accessories. To keep our read-
ers current in the most recent happenings in the
fashion business, each chapter concludes with a
discussion of the latest developments and upcom-
ing trends.

This fifth edition provides hundreds of new up-
to-date examples and illustrations. In addition,
the text has been substantially rewritten to
sharpen its focus on fashion and to allow space
for expanded material on: (1) the business of fash-
ion, (2) domestic and foreign markets, (3) the
impact of technology on each level of fashion, and
(4) the global sourcing that is so important to the
internationalization of fashion.

ORGANIZATION OF THE TEXT

The fifth edition of Fashion Merchandising: An
Introduction uses the successful classroom-tested
organization of the previous editions. It is struc-
tured in the following sequential learning order:
Unit 1, The Dynamics of Fashion; Unit 2, The
Producers of Fashion; Unit 3, The Markets for
Fashion; Unit 4, The Merchandising of Fashion.

Unit 1: The Dynamics of Fashion

The first five chapters acquaint the student with
the fundamentals of fashion and the basic prin-
ciples that govern all fashion movement and
change. This unit also teaches the fundamentals
of the business of fashion. Many new examples
and illustrations have been provided.

Chapter 1, “The Nature of Fashion,” introduces
fashion terminology, examines the components of
fashion, and explains why fashion is always sub-
ject to change. Chapter 2 explores the manner in
which economic, sociological, and psychological
factors influence fashion demand. Chapter 3 dis-
cusses the rhythmic changes in silhouette, the
cyclical movement of fashion, and how to predict
fashion trends with relative accuracy. Chapter 4
explains how fashions start; the roles and re-
sponsibilities of designers, manufacturers, and
retailers; the major theories relating to fashion
adoption and dissemination; and why most people
follow rather than lead fashion change. Chapter
5 explores the scope of the fashion business, ex-
plains the different types of business organiza-
tions, and allows the student to investigate the
different forms of business structure.

Unit 2: The Producers of Fashion

The next seven chapters trace the history and
development, organization and operation, mer-
chandising and marketing activities, and trends
in industries engaged in producing fashion.
Chapter 6 discusses textile fibers and fabrics.
Chapter 7 explains the fur industry and the
leather apparel and accessories industry. Chapter
8 explores the women’s apparel business with
emphasis on current changes and future trends.
Chapter 9 covers children’s apparel, both boys
and girls. Chapter 10 details the operations of



the menswear market and the innovations occur-
ring in recent years. Chapter 11 explores the
excitement and opportunities of the many-faceted
fashion accessories market. Chapter 12 explains
the different levels of the intimate apparel in-
dustry and also spotlights the cosmetic industry.

Unit 3: The Markets for Fashion

This unit has been reorganized to give detailed
information on domestic and foreign markets and
how fashion inspiration comes from many areas
around the world. In Chapter 13 the domestic
fashion markets are individually detailed. Chap-
ter 14 explores the major foreign markets and
their importance as sources of fashion inspira-
tion. The global nature of fashion is detailed in
a new chapter, Chapter 15, which emphasizes
world-wide sourcing for both imports and exports.

Unit 4: The Merchandising of Fashion

The distribution and promotion of fashion is cov-
ered in the last unit. Chapter 16 examines the
major types of retail organizations that operate
as distributors of fashion goods to consumers.
Chapter 17 explores trends in fashion retailing
and explains new, exciting, and innovative meth-
ods of distribution. In Chapter 18, the fashion
auxiliary services are explained with emphasis
on advertising and publicity. Also covered in this
chapter are resident buying offices and the major
changes that are occurring in them.

Appendices

Four appendices have been added to this edition.
They address themselves to the career goals of
students in the fashion business. The career in-
formation from the last edition has been updated
and significantly reorganized for greater ease of
use.

TEXT FEATURES

The fifth edition has many exciting special fea-
tures that make the people, principles, practices,
and techniques of the fashion business come alive
in the minds of students. We believe that these
features will help the students to learn about the
fashion business in an enjoyable manner. All
these features are appropriate for class discussion
and library research projects.

Fashion Focus

A popular feature added in the last edition, the
“Fashion Focus,” highlights interesting people,
places, and/or products that impact on the subject
matter. This feature is found in every chapter.
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Technology Talk

“Technology Talk” is a new feature that covers
the latest technology and highlights how the im-
plementation of “high tech” has caused dynamic
changes on every level of the fashion business.
These “Tech Talks” can be used as current events
projects with students following the changes, suc-
cesses, or failures of these technological innova-
tions. This feature is found in Units 2 and 4.

Briefly Speaking

Another new feature, “Briefly Speaking,” is a
short, interesting article about a specific new de-
velopment in the fashion business. These “briefs”
can be used as examples, so that students can
research the current literature on fashion and
write their own “briefly speaking” articles. This
feature is found in Units 2, 3, and 4.

Glossary

The glossary contains over 250 industry terms.
A knowledge and understanding of the “lan-
guage” of fashion gives students a firm footing
upon which they can “step-out” into the industry
and know they are speaking the right language.

End-of-Chapter Activities

Each of the 18 chapters in the text concludes with
three kinds of student-oriented activities de-
signed to enrich and reinforce the instructional
material. A “Merchandising Vocabulary” section
in each chapter explains fashion and merchan-
dising terms introduced for the first time in that
chapter. The student will recognize these terms
when they appear in subsequent chapters. These
terms are also in the Glossary.

“Merchandising Review” asks questions about
the key concepts of each chapter. These questions
provoke thought, encourage classroom discus-
sion, and develop recall of the material presented
in the text.

The section called “Merchandising Digest” con-
sists primarily of an excerpt from the text. It asks
the student to explain the significance of the ex-
cerpt and to support the explanation with specific
illustrations. This activity affords the student an
opportunity to apply theory to actual situations
and to draw on his or her own background and
experiences.

End-of-Unit Activities

Another popular feature that has been repeated
in this edition is the “Fashion Project,” drawn
from authentic merchandising situations, which



ends each unit. These fashion projects emphasize
and reinforce the instructional elements brought
out in each unit. The projects enrich instruction
and suggest to students that fashion merchan-
dising is a dynamic and exciting field.

Instructor’s Manual

An instructor’s manual is available to adopters
at no cost. It includes a number of options for
organizing the fashion merchandising curricu-
lum and contains general suggestions for teach-
ing the course. It also contains supplementary
assignments for each unit. The key to the text
includes answers to all end-of-chapter and end-
of-unit exercises.

A useful feature is a test bank of five tests
containing test material for the units, and a final
examination. The tests are composed of 100 ob-
Jjective questions each and are ready to duplicate.

ACKNOWLEDGMENTS

The author is grateful to the many educators and
businesspeople who have given her encourage-
ment, information, and helpful suggestions.
Among these, Jean Samples, who also worked on
the last edition, stands out. Jean has contributed
many insights, ideas, and above all, enthusiasm,
to this project. Her use of the previous editions
in the classroom has greatly enriched this one.

The following educators reviewed the fourth edi-
tion in depth and made many significant sugges-
tions for improvement:

Elaine McCain

Lee College

Baytown, Texas

Audra Shields

Houston Community College
Houston, Texas

The following educators reviewed the manuscript
for this edition and provided a wealth of infor-
mation and inspiration:

Alfred V. Sloan, Jr.

Fashion Institute of Technology
New York, New York

Anyse Winston

New York City Technical College
Brooklyn, New York

The author is also indebted to the following in-
dustry experts who read and critiqued the specific
chapters mentioned for accuracy, up-to-date in-
formation, and completeness:

Anne K. Bernard (Ch. 18)

Associate Professor, Advertising and Communi-
cations Department

Fashion Institute of Technology

Patricia Breen (Chs. 7 & 11)

Associate Professor, Fashion Buying and Mer-
chandising Department

Fashion Institute of Technology

Addie Roback Goldstrom (Ch. 15)
Director of Product Development
Fashion Stores Association

Gloria Hartley (Ch. 14)
President, Creative Imports

Jack Hyde (Ch. 10)

Assistant Professor, Advertising and Communi-
cations Department,

Fashion Institute of Technology

John Karl (Ch. 10)

Chairman, Menswear Design and Marketing De-
partment

Fashion Institute of Technology

Edward Newman (Ch. 6)
Chairperson, Fabric Styling Department
Fashion Institute of Technology

Nurie E. Relis (Ch. 12)

Assistant Chairperson, Fashion Design Depart-
ment

Fashion Institute of Technology

Jack Rittenberg (Ch. 12)

Dean of Students and Consulting Chairman, Cos-
metics Department

Fashion Institute of Technology

Rose Rosa (Ch. 9)
Professor, Fashion Design Department
Fashion Institute of Technology

Jill Vander Putten (Ch. 7)
Consulting Chairman, Fur Program
Fashion Institute of Technology

I regret that space does not allow me to mention
all the fashion industry experts I consulted; they
were very generous with their time and exper-
tise.

Elaine Stone

PREFACE e V



Photo Credits

J. Donoso, Sygma: 1, 117 (bottom right), 326.
Robert Roth, LGI: 5. P. Vauthey, Sygma: 7, 71
(top left, top right, bottom). AP/World Wide: 9
(bottom left), 63 (middle), 323, 368. Daniel Si-
mon, Gamma-Liaison: 9 (bottom right), 21, 63
(right), 117 (bottom right), 332 (right), 336. Reu-
ters, Bettmann Newsphoto: 10, 84, 332 (left).
Woodfin Camp: 15. © 1949, renewed 1975 by the
Conde Nast Publications, Inc.: 17. The Ganger
Collection (top left and right): 19. James Andan-
son, Sygma: 26. Gamma Liaison: 32. Art Re-
source (left): 34. The Bettmann Archive: 34 (mid-
dle, right), 63 (left), 229. Peter Gould, Image
Press: 36. Alcott & Andrews: 40. Patrice Habans,
Sygma: 48. Reprinted courtesy of In Fashion
magazine: 56. Tim Ryan, Gamma-Liaison: 60.
Karen Filter: 74. Marmel Studios, The Stock
Market (top right): 76. Geri Engberg, The Stock
Market (middle): 76. Richard Gross, The Stock
Market (bottom right): 76. Jim Rolan, LGI: 82. I.
Hartman, LGI: 85. NBC, Inc.: 86. Steven E. Sut-
ton, Duomo: 88. Barbara Rios, Photo Research-
ers: 95, 189. Fendi: 100. Liderno Salvador (top):
103. Krizia (bottom): 103. Esprit: 105, 198.
Sygma: 108, 316. Murjani (top right): 117. Luca
Babini (top left): 117. American Textile Manu-
facturer’s Institute, Inc. (top): 119. Wolfgang Ka-
ehler (middle, bottom): 119. Fiber Industries:
125. Wool Industries: 127. Ideacomo: 128.
Hoechst Celanese: 131. DuPont Photo: 132. West
Point/Pepperell, Inc.: 139. Ulrike Welsch, Photo
Researchers: 146. American Leather Tanning In-
dustry: 149. N.Y. Fashion Club/Gingette: 151.
The Fur Vault: 152. Helen Frustick for James
Hirch Furs: 159. Vittoriano Rastelli, N.Y.T. Pic-
tures: 161. Blackgama/Great Lakes Mink Asso-
ciation: 162. The International Fur Wholesalers:
165. International Ladies Garment Worker’s
Union: 169, 170. Anne Klein II: 179. Forgotten
Woman: 183. Mother Care: 184. Richard Pasley,

Stock Boston: 185. The Addis Company: 187.
John Barr, Gamma-Liaison: 196. Theo Westen-
berger, Sygma: 200. Pepsi, 202. Hartmarx Corp.:
214, Pierre Cardin: 217. Jeffrey Banks, Pres.,
Jeffrey Banks Ltd.: 218. Fineberg Publicity for
the Greif Companies: 223. Bloomingdale’s: 224,
341. Ebony Man: 226. C.D.I. Technologies: 231,
343. Images Press: 236. © 1986, Reebok Inter-
national, Ltd.: 240. Polo Ralph Lauren: 242, 394.
R. Marino, Sygma: 245. Walborg: 249. Tiffany &
Company: 251. Scott Halleran, Images Press:
253. Macy’s: 257. Neiman-Marcus: 259, 263 (top,
middle), 379. Olga (bottom): 263. Vanity Fair:
265. Spiegel (left): 269. Brownstone Studio, Inc.
(right): 269. The Limited/Victoria’s Secret: 270.
Adrien Arpel: 273. Tom Tracy, The Stock Market:
276, 278. Crabtree & Evelyn: 280. Estee Lauder:
282. Spencer Grant, Photo Researchers: 285.
Mattel: 286. Chicago Apparel Center: 294. The
Dallas Apparel Center: 297. Robert F. Carl, Men’s
Fashion Association: 298. The Dallas Menswear
Mart: 299. Miami Merchandising Mart: 300, 305.
California Mart: 311. L'Unico Mipel Al Mondo
(top left, top right, bottom): 321. Igedo: 325. Ca-
nadian Fashion Inc.: 329. Hong Kong Trade De-
velopment Council: 334. Spring Apparel Fabrics
Division: 347. Bengali, Benetton: 350, 363. John
Chaisson, Gamma-Liaison (bottom left): 359.
John Perkell, The Stock Market (top): 359. Rich’s
Department Store: 366. Zayre’s: 370, 391. The
Gap: 372. Gerd Ludwig, Woodfin Camp: 382.
Stores: 388. Larry Fleming: 390. Cable Value
Network: 397. Jim Knowles: 398. Elle magazine:
404. The Leichman Group, Ltd.: 405. F. Meylan,
Sygma: 359 (middle right, bottom right), 406.
Patrick Group Media: 408. The Fashion News-
letter, International Forecast of Incoming Fash-
ions, © Newsletter Service, Inc.: 411. Federation
Francaise Dupret a Porter Feminin: 412. G.
Schachmes, Sygma: 414.

ix



PREFACE il

» UNIT 1 THE DYNAMICS OF FASHION 1
Chapter 1 The Nature of Fashion 3

Fashion Focus—Vivienne Westwood: The Mother of Punk 10
2 The Environment of Fashion 24
Fashion Focus—Donna Karan: A Fashion Star Is Born 36
3 The Movement of Fashion 46
' Fashion Focus—Banana Republic: Taking Fashion on Safari 60
4 The Leaders of Fashion 69
Fashion Focus—Entertainers: Leading the Fashion Parade 82
5 The Business of Fashion 93
Fashion Focus—Halston: A Designer Loses His Name 108
Fashion Project 1: Exploring the Dynamics of Fashion 113

» UNIT 2 THE PRODUCERS OF FASHION 117

Chapter 6 Textiles—Fibers and Fabrics 118
Technology Talk—Nylon Blows Out 50 Candles 132
Fashion Focus—Crafted With Pride in U.S.A.: Not Just a
Slogan 140

7 Leather and Fur 144

Fashion Focus—Fred the Furrier Brought “Susan” in From the
Cold But Got Left Out in the Cold Himself! 156
Technology Talk—Fendi’s Futuristic Furs 161



Chapter 8

10

11

12

Women’s Apparel 168

Technology Talk—Quick Response: What’s It All About,
Alfie? 172

Fashion Focus—Bridge Apparel: When a Designer Isn’t a
“Designer” 178

Children’s Apparel 193

Fashion Focus—Espirit Kids: The Fashion Spirit Grows 198
Technology Talk—We Treat Our Customers Like Children 204

Men’s Apparel 208

Technology Talk—The Jeans War Goes Star Wars 211
Fashion Focus—Jeffrey Banks: Banking on Classic Styling 218

Accessories 235

Technology Talk—Getting Into Technology With Both
Feet 239

Fashion Focus—Reebok: Putting Its Best (Fashion)
Foot Forward 240

Intimate Apparel and Cosmetics 261

Technology Talk—Design System an Eye Opener 267
Fashion Focus—Victoria’s Secret: “Lingerie Comes Out of the
Closet” 270

Fashion Focus—Estee Lauder: A Company Make-Over by Her
Son 282

Technology Talk—Makeovers—Via Computers 285

Fashion Project 2: Exploring the Producers of Fashion 289

» UNIT 3 THE MARKETS FOR FASHION 281

Chapter 13

14

15

Domestic Fashion Markets 293
Fashion Focus—To Market, To Market ... 300
Foreign Fashion Markets 314

Fashion Focus—Shopping Europe: U.S. Stores Seek Out Fresh
Designs 327

Global Sourcing 329

Fashion Focus—Here, There, and Everywhere 350

Fashion Project 3: Exploring Import Buying 357

CONTENTS e Vii



» UNIT 4 THE MERCHANDISING OF FASHION 359
Chapter 16 Fashion Retailing 361

17

18

Fashion Focus—The Gap: Revamping Its 60s Image for the
90s 372
Technology Talk—Retailing Is on a New Wavelength 381

Trends in Fashion Retailing 385

Fashion Focus—Ralph Lauren: Retail Sales for Polo Gallop
Ahead 394

Technology Talk—UPC: What It Is, How It Works, Its
Benefits 399

Fashion Auxiliary Services 402

Technology Talk—Video Catalogs Expand . . . But Don’t Always
Succeed 409

Fashion Focus—John Fairchild: Exercising the Power of the
Fashion Press 414

Fashion Project 4: Exploring Fashion Retailing Policies 420
APPENDIX 1 CHOOSING A CAREER IN FASHION 421

APPENDIX 2 CAREERS IN MANUFACTURING 424
APPENDIX 3 CAREERS IN RETAILING 427
APPENDIX 4 CAREERS IN FASHION AUXILIARY SERVICES 431

GLOSSARY 435

INDEX 446

Vili e CONTENTS



the dynamics
of fashion

ashion on its most basic level is about the making and selling of clothes.
On another equally important level, though, it is about the making and
selling of image and style. Fashion is the most dynamic of American
businesses. It thrives on change. If the fashion business did not change,
it would not survive. After all, the most important thing the fashion
business does is to show the world what is new. It does this through
the merchandising of apparel and accessories.

As a business, fashion is composed of many, often paradoxical, ele-
ments. It is an art and a science, an industry that is at the same time
both highly personal and incredibly public.

Fashion can be viewed as an art because so much creativity is re-
quired to make its products. Unlike most other businesses where con-
formity is the norm, fashion nurtures innovation and creativity in those
who work in the industry.

Fashion has always been considered a science as well. Modern fash-
ion manufacturing was born during the industrial revolution and has
matured in the age of technology. Without machines, clothing could
never be mass-produced. Technology has revolutionized the way fash-
ion is made. Almost all stages of clothing production from design to
delivery rely to some extent on technology.

Fashion, always a highly personal business, is in the process of be-
coming even more so. Clothing design has always been about one per-
son’s—the designer’s—ideas. Today, though, one cannot examine the
personal element in fashion without also talking about the customer.



A decade ago, fashion designers and leaders virtually dictated what
the consumer of fashion wore. Today’s fashion users, however, are
more sophisticated, more knowledgeable, and most important, more
individualistic. They are not afraid to express their own ideas about
how they want to look against the designers’ ideas about how people
should look. For the first time in the history of fashion, customers are
unabashedly taking an active role in choosing what they wear.

The result has been role reversal: Where the makers of fashion once
got their ideas entirely from their own world of style, they now borrow
freely from the external world. New fashion ideas now come from the
world around us: the streets, innovative teenagers, a new play, a celeb-
rity with his or her unique look.

But however personal fashion is on one level, the making of clothes
is still very much a public business. Always, the fashion business must
cater to a mass market, and these days, even to one with rapidly rising
expectations. Thanks to television, new ideas and trends now sweep
across the country and are adopted in a matter of days.

When we speak of fashion as a public business, we are also referring
to the external forces that affect the business. Shifts in the economy,
sociological influences, and demographic changes all contribute to
change in fashion and therefore affect the fashion business.

All these contradictory elements work to keep the fashion business
dynamic and ever-changing. In this unit, you will examine how and
why fashion changes. You’ll begin to develop a basic vocabulary and
a working knowledge of the principles around which the fashion world
revolves (in Chapter 1). You’ll examine the various forces that come
together to make fashion dynamic and alive:

» The environmental forces—the role that economic, sociological, and
psychological elements play in the fashion business—in Chapter 2.

» The cyclical forces—how fashions change and how an understanding
of this constant cycle of change can be used to predict and analyze
current and future fashion—in Chapter 3.

» The design forces—the role played by designers, manufacturers, and
retailers in creating fashion—in Chapter 4.

» The business forces—the scope of the industry, its recent growth and
expansion, and various new forms of ownership—in Chapter 5.

Not only does fashion thrive on change, but the business of fashion
is itself changing. The world of fashion operates in a far different way
today than it did 10 years ago. It moves faster and reaches more people.
It is more sophisticated. And perhaps most important, it is more busi-
nesslike. In order to understand the changes that have occurred and
will occur in the future of the fashion industry, you must first under-
stand the dynamics that underlie the fashion business.
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THE
NATURE OF
FASHION

€@ Fashion is and has been and will be,
through all ages, the outward form
through which the mind speaks to the
universe. Fashion in all languages de-
signs to make, shape, model, adapt, em-
bellish, and adorn.9 9!

Fashion, then, involves our outward, visible lives. Fashion involves
the clothes we wear, the dances we dance, the cars we drive, and the
way we cut our hair. Fashion also influences architecture, forms of
worship, and lifestyles. It has an impact on every stage of life from the
womb to the tomb.

People started covering their bodies with clothes to keep warm and
be modest, but adornment—decoration—was already an important part
of dressing. Pressure from peer groups and changes in lifestyle influ-
ence the type of adornment considered acceptable in a particular time
or for a particular group. Basically, of course, the reasons people have
for wearing clothes have not changed. Today people still wear clothes
to keep warm or cool and for the sake of modesty, but what we select
for those purposes is very much influenced by a desire to adorn our-
selves.

Because people are social animals, clothing is very much a social
statement. By looking at the way a person dresses, you can often make
good guesses about his or her social and business standing, sex-role
identification, political orientation, ethnicity, lifestyle, and aesthetic
priorities. Clothing is a forceful and highly visible medium of com-
munication that carries with it information about who a person is, who
a person is not, and who a person would like to be.



THE IMPORTANCE OF
FASHION

During recent years the general interest
in fashion has increased enormously.
Fashion is one of the greatest economic
forces in present-day life. To a great ex-
tent, it determines what people will buy.
Change in fashion is the motivating fac-
tor for replacing clothes, cosmetics, fur-
niture, housewares, and automobiles.
Fashion causes changes in consumer
goods and at the same time makes peo-
ple want the new products, since the
thought of being unfashionable is a fate
worse than death to many people!

As important as fashion is to the in-
dividual consumer and to fashion busi-
nesses, probably less is commonly
known about fashion than about most
other human activity. Although reams
of material have been written about
fashion, relatively little explains why
and how a fashion begins, becomes pop-
ular, and declines, and what the princi-
ples are that govern fashion trends. Stu-
dents of human nature want to know
what fashion means—both in the past
and in the 1990s. Is fashion a political
statement? A social statement? Is fash-
ion a measure of the national economy
or an art form? Sociologists, psycholo-
gists, and historians study fashion in or-
der to better understand society, human
nature, and the past. Their findings pro-
vide us with insight into the meanings
of current fashion.

Webster defines fashion as “prevailing
custom, usage, or style,”? and in this
sense it covers a wide range of human
activity. The term is used in this book
in a narrower sense: fashion here
means the style or styles of clothing and
accessories worn at a particular time by
a particular group of people.
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THE FASHION BUSINESS

Fashion today is big business; millions
of people are employed in fashion-re-
lated activities. The fashion industries
are those engaged in manufacturing the
materials and finished products used in
the production of apparel and accesso-
ries for men, women, and -children.
Throughout this book any reference to
“fashion industries” means the manu-
facturing businesses unless others are
specifically mentioned. The broader
term fashion business includes all the
industries and services connected with
fashion: design, manufacturing, distri-
bution, retailing, advertising, publish-
ing, and consulting; in other words, any
business concerned with fashion goods
or services.

Marketing

Today, marketing has become a major
influence in the fashion business. What
does marketing mean? Most people
think of marketing only as promotion
and selling. However, promotion and
selling are only two aspects of market-
ing. The process of marketing includes
diverse activities that identify consumer
needs, develop good products, and price,
distribute, and promote them effectively
so that they will sell easily. “The aim of
marketing is ... to know and under-
stand the customer so well that the

product or service hits him and sells it-
self”3

Fashion Marketing and
Merchandising

The fashion business has been rather
slow in adopting the marketing tech-
niques that have been so successful in
the growth of consumer goods such as
automobiles, packaged foods, and health



and beauty aids. For many years fashion
producers were only concerned with
what was economical and easy for them
to produce. They would spend consider-
able time and money trying to convince
the consumer that what they had pro-
duced was what the consumer wanted.
The producer had little or no interest in
the wants and needs of the consumer.

Recently, however, the total process of
marketing has been adopted by the fash-
ion business and is being applied to the
products and services of the fashion in-
dustries. The result is called fashion
marketing: that is, the marketing of
apparel and accessories to the ultimate
consumer.

The topic of this book is narrower
than fashion marketing; we are con-
cerned with fashion merchandising,
which refers to the planning required to
have the right fashion-oriented mer-
chandise at the right time, in the right
place, in the right quantities, at the
right prices, and with the right sales
promotion.

MISCONCEPTIONS ABOUT
FASHION

As the power of fashion to influence our
lives grows, three misconceptions about
it continue to be widely held. The first
and most common misconception is that
designers and retailers dictate what the
fashion will be and then force it upon
helpless consumers. It has been said
that the industry is composed of “obso-
lescence ogres.” In reality, consumers
themselves decide what the fashion will
be by influencing new designs and by
accepting or rejecting the styles that are
offered. Consumers are, in truth, “vari-
ety vultures.”

Spangles, sequins, and see-through are a mark
of the distinctive fashion style of Cher, who is
seen here in an Egyptian-inspired outfit.

The second misconception is that fash-
ion acts as an influence on women only.
Today, men and children are as influ-
enced by and responsive to fashion as
women. Fashion is the force that causes
women to raise or lower their skirt
lengths, straighten or frizz their hair,
and change from sportswear to dressy
clothes. Fashion is also the force that
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influences men to grow or shave off their
mustaches and beards, choose wide or
narrow ties and lapels, and change from
casual jeans into three-piece suits. Fash-
ion is also the force that makes children
demand specific products and styles.

The third misconception is that fash-
ion is a mysterious and unpredictable
force. Actually, its direction can be de-
termined and its changes predicted with
remarkable accuracy by those who
study and understand the fundamentals
of fashion. Fashion was once considered
an art form controlled by designers who
dictated its content. But fashion has
now evolved into a science that can be
measured and evaluated.

THE TERMINOLOGY OF
FASHION

What is the difference between fashion,
style, and design? Just what do high
fashion, mass fashion, taste, classic, and
fad mean? To avoid confusion when dis-
cussing fashion, we must first under-
stand the meanings of these terms. The
definitions that follow are based on the
work of Dr. Paul H. Nystrom, one of the
pioneers in fashion merchandising.*

Style

The first step in understanding fashion
is to distinguish between “fashion” and
“style,” words that most people use in-
terchangeably although there is an im-
mense difference in their meanings. In
general terms, a style is a characteristic
or distinctive artistic expression or pre-
sentation. Styles exist in architecture,
sculpture, painting, politics, and music,
as well as in popular heros, games, hob-
bies, pets, flirtations, and weddings.
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In apparel, style is the characteristic
or distinctive appearance of a gar-
ment—the combination of features that
makes it unique and different from
other garments. For example, T-shirts
are as different from silk blouses as they
are from peasant blouses. Riding jackets
are as different from safari jackets as
they are from blazer jackets.

Although styles come and go in terms
of acceptance, a specific style always re-
mains a style, whether it is currently in
fashion or not. Some people adopt a style
that becomes indelibly associated with
them and wear it regardless of whether
it is currently fashionable. Joan Craw-
ford’s platform shoes, Katherine Hep-
burn’s pleated trousers, the Duchess of
Windsor’s hairdo, Woody Allen’s sneak-
ers, Michael Jackson’s glove, and Bruce
Springsteen’s T-shirts are all examples
of personal style.

Some styles are named for the period
of history in which they originated—
Grecian, Roman, Renaissance, Empire,
flapper era (1920s), Gibson Girl era
(early 1900s). When such styles return
to fashion, their basic elements remain
the same. Minor details are altered to
reflect the taste or needs of the era in
which they reappear. For example, the
flapper style of the 1920s was short,
pleated, and body skimming. That style
can be bought today, but with changes
for current fashion acceptance.

Fashion

On the other hand, a fashion is a style
that is accepted and used by the major-
ity of a group at any one time, no matter
how small that group. A fashion is al-
ways based on some particular style.
But not every style is a fashion. A fash-
ion is a fact of social psychology. A style



Is it a bird? A plane? Superwoman? No—just a
“high-fashion” leader viewed by a “mass-fashion”
follower.

is usually a creation from an artist or a
designer. A fashion is a result of social
emulation and acceptance. A style may
be old or new, beautiful or ugly, good or
bad. A style is still a style even if it
never receives the slightest acceptance
or even approval. A style does not be-
come a fashion until it gains some pop-
ular acceptance, and it remains a fash-
ion only as long as it is accepted.
Miniskirts, square-toed shoes, mus-
taches, and theatrical daytime makeup
have all been fashions. And no doubt
each will again be accepted by a major-
ity of a group of people with similar in-

terests or characteristics—for example,
college students, young career men and
women, retired men and women.

Fashions appeal to many different
groups and can be categorized according
to the group to which they appeal. High
fashion refers to a new style accepted
by a limited number of fashion leaders
who want to be the first to adopt changes
and innovation in fashion. High-fashion
styles are generally introduced and sold
in small quantities and at relatively
high prices. These styles may be limited
because they are too sophisticated or ex-
treme to appeal to the needs of the gen-
eral public, or they are priced well be-
yond the reach of most people. However,
if the style can appeal to a broader au-
dience, it is generally copied, mass-pro-
duced, and sold at lower prices. The
fashion leaders or innovators who first
accepted it then move on to something
new.

To contrast with high fashion, mass
fashion or volume fashion, consists of
styles that are widely accepted. These
fashions are usually produced and sold
in large quantities at moderate to low
prices, and appeal to the greatest major-
ity of fashion-conscious consumers.
Mass fashion accounts for the majority
of sales in the fashion business. Mass
fashion is the “bread and butter” of the
fashion banquet!

Design

There can be many variations of detail
within a specific style. A design is a
particular or individual interpretation,
or version, of a style. A style may be
expressed in a great many designs, all
different, yet all related because they
are in the same style. A sweatshirt, for
example, is a distinctive style, but
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