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Karagay-Malkar (Balkar) Tiirklerinin Geleneksel Giyim Terminolojisindeki Kiiltiirel Kodlar:
Etnokiiltiirel Bellek ve Moda Tasarimi Baglaminda Bir Inceleme”
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Abstract: This study critically examines the methodological and epistemological disconnect between
anthropological sources regarding the traditional clothing heritage of the Karachay-Malkar (Balkar) Turks and
contemporary design practices. Although extensive anthropological descriptions exist in the literature, it is
observed that a deeply rooted apparel terminology system-encompassing terms such as baslik, hazir, gebenek,
camgi, ¢abir, ¢arik, and ¢epken (kaptal)-has been excluded from semiotic analyses of fashion. Starting from the
concept of clothing itself, many names in this domain are gender-neutral in the Karachay-Malkar language, as in
other Turkic languages: bel bau-kusak/kemer, kyamar-kemer, gabara-bedene oturan ve viicudu sicak tutan yiinli
kisa kolsuz yelek, kiyim-kiyafet/giysi, iis kiyim-dis giyim, i¢ kiyim-i¢ ¢amasiri, kélek-gomlek, kongek-pantolon,
cartk-¢artk (ham deri ayakkabi), ¢uruk-yiiksek topuklu ayakkabi, salbar-salvar, etc. This conceptual severance
leads to the superficialization of these ethnic elements by detaching them from their source culture during
contemporary design processes. To analyze the mechanisms through which these ethnic codes-constituting the
intangible cultural heritage of the Karachay-Malkar people-are transferred into contemporary apparel design, the
study proposes an interdisciplinary conceptual framework integrating Jan Assmann’s cultural memory theory,
Roland Barthes’s fashion semiotics, and Fred Davis’s theory of cultural codes. Critical source analysis reveals
three fundamental problems in current design applications: (1) the decontextualization of the terminology system
from memory during the commodification of ethnic signifiers; (2) the dichotomy between local/insider narratives
of dress and academic/outsider classifications; and (3) the absence of a methodological paradigm that would enable
the transformation of cultural codes into a design-oriented semiotic system. The findings demonstrate that the
Karachay-Malkar clothing terminology system functions not merely as a linguistic index, but as a dynamic
producer of cultural meaning whose structural properties and semantic depths dictate the possibilities of its
integration into contemporary design. On a theoretical level, the research expands the boundaries of fashion
semiotics within the specific context of the North Caucasus; on an applied level, it pioneers a design methodology
that remains faithful to cultural heritage and demonstrates cultural responsibility in ethno-design processes.
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Oz: Bu arastirma, Karacay-Malkar (Balkar) geleneksel giyim kusam mirasina dair insanbilimsel (antropolojik)
kaynaklar ile ¢agdas tasarim uygulamalar1 arasindaki yontembilimsel ve bilgibilimsel kopuklugu elestirel bir
yaklasimla incelemektedir. Kaynaklarda kapsamli insanbilimsel tanimlamalar1 mevcut olmasina ragmen baslik,
hazir, gebenek, camgi, ¢abir, ¢aritk ve ¢epken (kaptal) gibi kokli giyim kusam terimler dizgesinin modanin
gostergebilimi ¢oziimlemelerinin disinda birakildig1 goriilmektedir. Giyim kusam kavramindan baslayarak, bu
alandaki isimlerin bir¢ogu, diger Tiirk dillerinde oldugu gibi Karagay-Malkar dilinde de kadin ve erkek cinsiyeti
icin ortaktir: bel bau-kusak/kemer, kyamar-kemer, gabara-bedene oturan ve viicudu sicak tutan yiinlii kisa kolsuz
yelek, kiyim-kryafet/giysi, iis kiyim-dis giyim, i¢ kiyim-i¢ camasiri, kolek-gomlek, kongek-pantolon, ¢arik-¢arik
(ham deri ayakkabi), curuk-yiiksek topuklu ayakkabi, salbar-salvar vb. Bu kavramsal kopukluk, s6z konusu etnik
unsurlarin ¢agdag tasarim siireclerinde kaynak kiiltiiriinden koparilarak yiizeysellestirilmesine yol agmaktadir.
Calisma, Karacay-Malkar halklarinin somut olmayan kiiltiirel mirasini olusturan bu etnik kodlarin ¢agdas giyim
kusam tasarimina aktarim isleyislerini ¢6ziimlemek amactyla; Jan Assmann’in kiiltiirel bellek kurami, Roland
Barthes’in moda gostergebilimi ve Fred Davis’in kiiltiirel kodlar kuramini biitiinlestiren bilim disiplinler aras1 bir
kavramsal ¢er¢eve onermektedir. Elestirel kaynak ¢oziimlemesi, mevcut tasarim uygulamalarinda ii¢ temel sorunu
aciga cikarmaktadir: (1) Etnik gostergelerin ticari bir nesneye doniismesi siirecinde terimler dizgesinin hafiza
baglamindan koparilmasi; (2) Giyime yonelik yerel/igeriden anlatilar ile akademik/digsaridan siniflandirmalar
arasindaki ikilik; (3) Kiiltiirel kodlarin tasarimsal anlam dizgesine doniistiiriilmesini saglayacak yontembilimsel
bir ornegin yoklugu. Elde edilen bulgular, Karagay-Malkar giyim kusam terimler dizgesinin birer dilsel dizin
olmaktan ziyade, yapisal ozellikleri ve anlam derinlikleri sayesinde ¢agdas tasarima aktarilmasi olanaklarini
belirleyen dinamik birer kiiltiirel anlam {iireticisi olarak iglevsel halini ortaya koymaktadir. Arastirma, kuramsal
diizeyde moda gostergebiliminin kuramsal sinirlarii Kuzey Kafkasya o6zelinde genisletmekte; uygulamali
diizeyde ise etnik-tasarim siireglerinde kiiltiirel mirasa sadik kalan ve kiiltiirel sorumluluk gdsteren bir tasarim
yontembiliminin olusturulmasina dnciiliik etmektedir.

Anahtar Kelimeler: Giyim Kusam Terimler Dizgesi, Etnik-kiiltiirel Bellek, Kiiltiirel Kodlar, Karagcay-Malkar
(Balkar) Giyim Kiiltiirii, Moda Gdostergebilimi, Kiiltiirel Miras, Kuzey Kafkasya.

Turkish Studies — Language and Literature, 21(01)



Cultural Codes in the Traditional Clothing Terminology of the Karachay... 2341

Structured Abstract:

The primary aim of this study is to demonstrate that the traditional costume terminology of the Karachay-
Malkar (Balkar) Turks functions not merely as a linguistic labeling practice, but as dynamic generators of cultural
meaning endowed with structural characteristics and semantic depth, operating at both theoretical and practical
levels. The methodological and epistemological rupture observed between the material cultural heritage of this
North Caucasian community and contemporary fashion design practices constitutes the fundamental
problematique of the research. In the existing literature, deeply rooted terms such as chepken (kaptal), hazyr,
gebenek, bashlyk, jamychy, chubur, and charig remain excluded from fashion semiotic analyses. The ethnic-
cultural memory layers carried by these terms are confined to anthropological descriptions and fail to be
transmitted into contemporary design processes. Moving from the premise that this terminology system serves as
active carriers of intangible cultural heritage, this study seeks to analyze the transmission mechanisms of these
codes into contemporary costume design and to critically problematize the semantic losses occurring during this
transfer. Furthermore, the research aims to lay the theoretical foundations for a culturally responsible design
methodology that remains faithful to cultural heritage and resists the risks of “empty citation” and “semantic
erosion” created by the global fashion industry’s commodification of ethnic indicators.

The study is grounded in an interdisciplinary framework integrating critical source analysis and
theoretical synthesis within the qualitative research paradigm. At the theoretical level, Jan Assmann’s cultural
memory theory, Roland Barthes’s fashion semiotics, and Fred Davis’s theory of cultural codes are synthesized to
form a tripartite conceptual foundation. This integrative framework enables the examination of traditional costume
objects through a three-layered semantic movement: (1) material-level form and technical data, (2) integration
with socio-ceremonial memory codes at the semantic level, and (3) transformation into the contemporary fashion
signification system at the functional level. The empirical basis of the research is provided by Yeziyevas (2016)
doctoral/art proficiency thesis completed at Akdeniz University, which includes the morphological classification
of 571 catalog items, alongside pioneering works in North Caucasian ethnography and folklore studies by
Kuznetsova (1982), Studenetskaya (1989), Malkonduev (2001), Bittirova (2008), and Bolurova (2021). The
critical dimension of the study analyzes how Caucasian-origin forms are reproduced in global fashion through the
collections of designers and brands including Chanel, Ulyana Sergeenko, John Galliano, David Koma, Alexander
Arutyunov, A La Russe, and Veronika Basharatyan, employing Stuart Halls politics of representation, Pierre
Bourdieus symbolic power theory, Walter Benjamins critique of mechanical reproduction, Jean Baudrillards
simulacra theory, and Fredric Jamesons concept of pastiche.

The analyses reveal that the Karachay-Malkar costume terminology system does not constitute a neutral
inventory of labels; rather, each term functions as a condensation point within the cultural universe of meaning.
The term hazyr, derived from the Turkic root meaning “to be ready/alert,” denotes the cartridge pockets on the
chepken; however, findings demonstrate that these are not merely decorative pockets but embody the peoples
military past and communal defense practices. The fact that these objects preserve their original nomenclature
despite having lost their function through technological change proves that the terminology system operates as a
cultural memory archive of a depth unattainable through superficial visual analysis. Similarly, the term gebenek
transcends its definition as a hooded felt cape, carrying a military-historical narrative traceable to Reshideddin
Hamadanis records; while bashlyk serves as a bridge between ancient steppe heritage and contemporary Karachay-
Malkar identity through its morphological continuity with Kuban-type Scythian sculptures. In womenswear,
signifiers coding a married woman’s social status-such as kyamar (silver belt), tuyme (chest ornament), and belbau
(waist sash)-have been observed to embody multilayered meanings including gender, marital status, life stages,
and economic status. Analyses directed at global fashion demonstrate that these deep semantic layers are
systematically erased: the chepken form is marketed under generalizing labels such as “Caucasian style” or
“Russian tradition”; hazyr pockets are stripped of their ammunition-carrying function and reduced to decorative
details; and forms such as jamychy (felt cape) and muhar bork (fur cap), which carry masculine ceremonial and
climate-protection functions, are transformed into aesthetic accessories with their gender codes ignored.

The research critically discusses three fundamental gaps in existing interdisciplinary sources. The first is
an informational gap: the absence of a comprehensive theoretical mechanism establishing the ontological
connection between the linguistic units of Karachay-Malkar costume vocabulary and cultural memory formations.
The second is a methodological gap: the lack of a systematic design methodology ensuring the accurate
transmission of multi-layered cultural codes-comprising form, color, ornamentation, and terminology-into
contemporary design processes. The third is an ethical gap: It is the insufficient questioning, at an ethical level, of
the ownership and interpretation rights of the national dress heritage in contemporary adaptation. To address these
gaps, the study proposes the “Three-Stage Transmission Model” (Extraction-Transformation-Articulation) as an
analytical tool for converting ethnographic data into contemporary design criteria. During the Extraction stage, the
primary cultural meaning maps of terminological units are identified; during the Transformation stage, abstract

www.turkishstudies.net/language



2342 Mariyam Yeziyeva

cultural meanings are translated into design criteria; and during the Articulation stage, the product is integrated
into the current socio-cultural context. Throughout this process, Barthess tripartite code system (visual,
verbal/linguistic, technological/material), Assmanns cultural memory layers, and Daviss theory of semantic
ambiguity are operated simultaneously. Furthermore, the concepts of “semantic erosion”-defining the wearing
away of original semantic layers during transmission to contemporary design-and “empty citation”-defining
elements reproduced solely as aesthetic forms having lost their original function-are positioned as theoretical tools
for explaining the systematic exclusion and exploitative practices of global fashion toward Caucasian forms.

The findings demonstrate that the Karachay-Malkar costume terminology system functions as a dynamic
generator of cultural meaning that determines the possibilities for transmission into contemporary design through
its structural features and depth of meaning, rather than serving merely as a linguistic index. At the theoretical
level, the research expands the boundaries of fashion semiotics specifically in the context of North Caucasia,
offering a critique that Western-centered fashion theories fail to incorporate the ethnic-cultural memory layers
embedded in the deeply rooted costume terminology systems of small-scale communities. At the practical level,
the study pioneers the formation of a design methodology in ethnic-design processes that remains faithful to
cultural heritage, minimizes the risk of decontextualization, and guarantees cultural sustainability. Emphasizing
that Karachay-Malkar material culture-situated within an extremely sensitive ethical plane in the context of the
1943-1944 deportations-is not merely an object of beauty but the tangible property of collective memory woven
through wedding, funeral, initiation ceremonies, and Ozden Adet, the study proposes the principle of cultural
reciprocity as an indispensable ethical criterion. In conclusion, this research offers three fundamental theoretical
contributions to costume studies: an integrated conceptual framework, the “Three-Stage Transmission Model,”
and the concepts of “empty citation” and “semantic erosion.”

Keywords: Clothing Terminology System, Ethnocultural Memory, Cultural Codes, Karachay-Malkar
(Balkar) Clothing Culture, Fashion Semiotics, Cultural Heritage, North Caucasus.
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Résumé Structuré:

Analyses Les analyses révelent que le systéme terminologique vestimentaire des Karatchai-Malkar ne
constitue pas un inventaire neutre d’étiquettes ; chaque terme fonctionne pluté6t comme un point de condensation
au sein de 1’'univers culturel du sens. Le terme hazyr, dérivé de la racine turque signifiant « étre prét/alerte »,
désigne les poches a cartouches du chepken ; cependant, les résultats montrent qu’il ne s’agit pas de simples poches
décoratives mais qu’elles incarnent le passé militaire et les pratiques de défense communautaire du peuple. Le fait
que ces objets conservent leur nomenclature originale malgré la perte de leur fonction due aux changements
technologiques prouve que le systéme terminologique agit comme un véritable archive de mémoire culturelle,
d’une profondeur inaccessible par une analyse visuelle superficielle. De méme, le terme gebenek dépasse sa
définition de cape en feutre a capuchon, en portant une narration historico-militaire retragable dans les chroniques
de Rashideddin Hamadani ; tandis que le bashlyk sert de pont entre I’héritage des steppes anciennes et 1’identité
contemporaine karatchai-malkar grace a sa continuité morphologique avec les sculptures scythes de type Kouban.
Dans les vétements féminins, des signifiants codant le statut social d’une femme mariée — tels que kyamar
(ceinture en argent), tuyme (ornement de poitrine) et belbau (ceinture de taille) — ont été observés comme
incarnant des significations plurielles incluant le genre, le statut marital, les étapes de vie et la condition
économique. Les analyses dirigées vers la mode mondiale démontrent que ces couches sémantiques profondes
sont systématiquement effacées : la forme du chepken est commercialisée sous des étiquettes généralisantes telles
que « style caucasien » ou « tradition russe » ; les poches hazyr sont dépouillées de leur fonction de port de
munitions et réduites a des détails décoratifs ; et des formes telles que jamychy (cape en feutre) et muhar bork
(bonnet de fourrure), qui portent des fonctions cérémonielles masculines et de protection climatique, sont
transformées en accessoires esthétiques avec effacement des codes de genre.

Discussion critique et lacunes La recherche discute de trois lacunes fondamentales dans les sources
interdisciplinaires existantes. La premicre est une lacune informationnelle : ’absence d’un mécanisme théorique
global établissant la connexion ontologique entre les unités linguistiques du vocabulaire vestimentaire
karatchai-malkar et les formations de mémoire culturelle. La deuxiéme est une lacune méthodologique : le manque
d’une méthodologie de conception systématique garantissant la transmission fidéle des codes culturels
multi-couches — forme, couleur, ornementation et terminologie — dans les processus de design contemporains.
La troisiéme est une lacune éthique : I’insuffisance du questionnement, au niveau éthique, des droits de propriété
et d’interprétation du patrimoine vestimentaire national dans 1’adaptation contemporaine. Pour combler ces
lacunes, I’étude propose le « Modéle de transmission en trois étapes » (Extraction-Transformation-Articulation)
comme outil analytique pour convertir les données ethnographiques en critéres de design contemporains. Lors de
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la phase d’Extraction, les cartes de signification culturelle des unités terminologiques sont identifiées ; lors de la
phase de Transformation, les significations culturelles abstraites sont traduites en critéres de design ; et lors de la
phase d’Articulation, le produit est intégré dans le contexte socio-culturel actuel. Tout au long de ce processus, le
systéme tripartite de codes de Barthes (visuel, verbal/linguistique, technologique/matériel), les couches de
mémoire culturelle d’Assmann et la théorie de I’ambiguité sémantique de Davis sont mobilisés simultanément. En
outre, les concepts d’« érosion sémantique » — définissant 1’effacement des couches sémantiques originales lors
de la transmission au design contemporain — et de « citation vide » — définissant des éléments reproduits
uniquement comme formes esthétiques ayant perdu leur fonction originelle — sont positionnés comme outils
théoriques pour expliquer I’exclusion systématique et les pratiques d’exploitation de la mode mondiale envers les
formes caucasiennes.

Conclusions Les résultats démontrent que le systéme terminologique vestimentaire karatchai-malkar
fonctionne comme un générateur dynamique de sens culturel qui détermine les possibilités de transmission vers le
design contemporain grace a ses caractéristiques structurelles et sa profondeur sémantique, plutdt que de servir
simplement d’index linguistique. Sur le plan théorique, la recherche élargit les frontiéres de la sémiotique de la
mode, spécifiquement dans le contexte du Caucase du Nord, en offrant une critique du fait que les théories de la
mode centrées sur 1’Occident échouent a intégrer les couches de mémoire ethnoculturelle inscrites dans les
systémes terminologiques vestimentaires profondément enracinés des petites communautés. Sur le plan pratique,
I’étude ouvre la voie a la formation d’une méthodologie de design dans les processus de design ethnique qui reste
fidéle au patrimoine culturel, minimise le risque de décontextualisation et garantit la durabilité culturelle. En
soulignant que la culture matérielle karatchai-malkar — située dans un plan éthique extrémement sensible dans le
contexte des déportations de 1943—-1944 — n’est pas seulement un objet esthétique mais une propriété tangible de
la mémoire collective tissée a travers les mariages, funérailles, cérémonies d’initiation et Ozden Adet, 1’étude
propose le principe de réciprocité culturelle comme critére éthique indispensable. En conclusion, cette recherche
offre trois contributions théoriques fondamentales aux études vestimentaires : un cadre conceptuel intégré, le «
Mode¢le de transmission en trois €tapes », et les concepts de « citation vide » et « érosion sémantique ».

Mots-clés: Systéme terminologique vestimentaire ; mémoire ethnoculturelle ; codes culturels ; culture
vestimentaire karatchai-malkar (balkar) ; sémiotique de la mode ; patrimoine culturel ; Caucase du Nord.

Resumen Estructurado:

Analisis Los analisis revelan que el sistema terminologico del vestuario karachay-malkar no constituye
un inventario neutral de etiquetas; mas bien, cada término funciona como un punto de condensacion dentro del
universo cultural del significado. El término hazyr, derivado de la raiz tirquica que significa “estar listo/alerta”,
designa los bolsillos para cartuchos en el chepken; sin embargo, los hallazgos demuestran que no son meros
bolsillos decorativos, sino que encarnan el pasado militar y las practicas de defensa comunitaria del pueblo. El
hecho de que estos objetos conserven su nomenclatura original a pesar de haber perdido su funcidn por el cambio
tecnologico prueba que el sistema terminoldgico opera como un archivo de memoria cultural de una profundidad
inalcanzable mediante un analisis visual superficial. De manera similar, el término gebenek trasciende su
definicion como capa de fieltro con capucha, portando una narrativa historico-militar rastreable en los registros de
Rashideddin Hamadani; mientras que el bashlyk actia como un puente entre la herencia ancestral de las estepas y
la identidad contemporanea karachay-malkar a través de su continuidad morfoldgica con esculturas escitas de tipo
Kuban. En la indumentaria femenina, se ha observado que los significantes que codifican el estatus social de una
mujer casada —como kyamar (cinturdn de plata), fuyme (adorno pectoral) y belbau (faja de cintura)— encarnan
significados estratificados que incluyen género, estado civil, etapas de vida y condicion econémica. Los analisis
dirigidos a la moda global demuestran que estas capas semanticas profundas son sistematicamente borradas: la
forma del chepken se comercializa bajo etiquetas generalizantes como “estilo caucasico” o “tradicion rusa”; los
bolsillos A#azyr son despojados de su funciéon de portar municiones y reducidos a detalles decorativos; y formas
como jamychy (capa de fieltro) y muhar bork (gorro de piel), que portaban funciones ceremoniales masculinas y
de proteccion climatica, se transforman en accesorios estéticos con sus codigos de género ignorados.

Discusidn critica y vacios La investigacion discute criticamente tres vacios fundamentales en las fuentes
interdisciplinarias existentes. El primero es un vacio informativo: la ausencia de un mecanismo tedrico integral
que establezca la conexion ontologica entre las unidades lingiiisticas del vocabulario del vestuario
karachay-malkar y las formaciones de memoria cultural. El segundo es un vacio metodoldgico: la falta de una
metodologia de disefio sistematica que garantice la transmision fiel de codigos culturales multicapa —forma, color,
ornamentacion y terminologia— en los procesos de disefio contemporaneo. El tercero es un vacio ético: la
insuficiente problematizacion, en el plano ético, de los derechos de propiedad e interpretacion del patrimonio del
vestido nacional en la adaptacion contemporanea. Para abordar estos vacios, el estudio propone el “Modelo de
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Transmision en Tres Etapas” (Extraccion-Transformacion-Articulacién) como herramienta analitica para convertir
datos etnograficos en criterios de disefio contemporaneo. Durante la etapa de Extraccion se identifican los mapas
de significado cultural primarios de las unidades terminoldgicas; en la etapa de Transformacion, los significados
culturales abstractos se traducen en criterios de disefio; y en la etapa de Articulacion, el producto se integra en el
contexto socio-cultural actual. A lo largo de este proceso se operan simultaneamente el sistema tripartito de c6digos
de Barthes (visual, verbal/lingiiistico, tecnologico/material), las capas de memoria cultural de Assmann y la teoria
de la ambigiiedad semantica de Davis. Ademas, los conceptos de “erosion semantica” —definiendo el desgaste de
las capas semanticas originales durante la transmision al disefio contemporaneo— y de “cita vacia” —definiendo
elementos reproducidos inicamente como formas estéticas tras haber perdido su funcion original— se posicionan
como herramientas tedricas para explicar la exclusion sistematica y las practicas explotadoras de la moda global
hacia las formas caucésicas.

Conclusiones Los hallazgos demuestran que el sistema terminologico del vestuario karachay-malkar
funciona como un generador dindmico de significado cultural que determina las posibilidades de transmision al
disefio contemporaneo mediante sus caracteristicas estructurales y su profundidad semantica, en lugar de servir
meramente como un indice lingiiistico. En el plano teorico, la investigacion amplia los limites de la semidtica de
la moda especificamente en el contexto del Caucaso Norte, ofreciendo una critica al hecho de que las teorias de la
moda centradas en Occidente no logran incorporar las capas de memoria etnocultural incrustadas en los sistemas
terminologicos profundamente arraigados de comunidades de pequeia escala. En el plano practico, el estudio
inaugura la formacion de una metodologia de disefio en procesos de disefio étnico que permanece fiel al patrimonio
cultural, minimiza el riesgo de descontextualizacion y garantiza la sostenibilidad cultural. Al enfatizar que la
cultura material karachay-malkar —situada en un plano ético extremadamente sensible en el contexto de las
deportaciones de 1943—1944— no es meramente un objeto de belleza, sino la propiedad tangible de la memoria
colectiva tejida a través de bodas, funerales, ceremonias de iniciacion y Ozden Adet, el estudio propone el principio
de reciprocidad cultural como criterio ético indispensable. En conclusion, esta investigacion ofrece tres
contribuciones tedricas fundamentales a los estudios de indumentaria: un marco conceptual integrado, el “Modelo
de Transmision en Tres Etapas” y los conceptos de “cita vacia” y “erosién semantica”.

Palabras clave: Sistema terminoldgico del vestuario; memoria etnocultural; codigos culturales; cultura
vestimentaria karachay-malkar (balkar); semiotica de la moda; patrimonio cultural; Caucaso Norte.
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CTpyKTypUpOBaHHOE pe3loMe:

AHanu3 AHanu3 TOKa3blBaeT, YTO TEPMUHOJIOTHUYECKas CHUCTEMa KOCTIOMa KapayaeBo-OaiikapleB He
SBIACTCS. HEHTPAIBHBIM IIEPEYHEM SPJIBIKOB; HANPOTHB, KAXKABIH TEPMHUH (GYHKUIHOHHPYET KaK TOYKa
KOHJICHCAllUH B KYJBTYPHOIl BCeNCHHOH cMbIcna. TepMuH hazyr, IPOUCKOILIMN OT TIOPKCKOTO KOPHS «OBITh
TOTOBBIM/OIMTEIbHBIMY, 0003HaYaeT NaTPOHHbIEC KAPMAaHbI Ha uenKeHe; 0THAKO PE3yJIbTaThl AEMOHCTPHPYIOT, YTO
9TO HE MPOCTO IEKOPATHBHBIC KapMaHbl, a BOIUIOLICHHE BOSHHOI'O MPOIIJIOTO M MPAaKTHK KOJUICKTUBHOH 0O0POHEI
Hapona. ToT ¢akT, 4To 3TH MPEeAMETHl COXPAHAIOT CBOI OPUTHHAIBHYIO HOMCHKJIATYDPY, HECMOTpSl Ha yTpary
(YHKIMH BCIIEACTBUE TEXHOJIOTUUECKUX M3MEHEHHUH, TOKa3bIBAET, YTO TEPMUHOJIOTHYECKAsl CUCTEMa JICUCTBYET
KaK apXxvB KyJbTYpHOH MaMsTH, INTyOMHA KOTOPOTO HENOCTHIXKMMA IPH MOBEPXHOCTHOM BH3YalIbHOM aHajIH3e.
AHanorn4Ho, TepMHUH gebenek BBIXOIUT 32 PaMKH ONpEJCICHHS «BOWIOYHAS HAKUJKa C KaITIOIIOHOM», HECS
BOCHHYIO-UCTOPUUECKYIO HAPPATHBHYIO JIMHUIO, TPOCIICKUBAEMYI0 B 3anucsx Pammn an-/luna Xamananu; Toraa
Kak bashlyk CiyXUT MOCTOM MEXIy IPEBHHM CTCIHBIM HACICIUEM M COBPEMCHHOH KapadaeBO-OanKkapcKou
WJICHTUYHOCTBIO Oyaronapsi MOpdoJIoru4eckoi NpeeMCTBEHHOCTH ¢ KyOaHCKUMH CKU(CKUMU CKYJIbNTypamu. B
JKEHCKOH OJe)/Ie 3HAKH, KOIUPYIOIIME COLMANbHBIA CTaTyc 3aMyKHEil JKeHIUMHBI — Takue Kak kyamar
(cepeOpsHBIA TOsIC), fuyme (HarpymHoe ykpamieHue) U belbau (TOsICHas TepeBs3b) — OBUIM 3aMEUYCHBI Kak
BOIUIOIIAIONIME MHOTOCJIOIHBIE 3HAYEHHMs, BKIIFOYas TeHAEP, CEMEHHOE IOJIOKeHUE, YKU3HCHHbIC JTambl H
9KOHOMHYECKHI CTaTyCc. AHajiu3 II00aJbHONM MOIBI MOKa3bIBACT, YTO ITH TIIYOOKHE CEMaHTHYECKHE CIIOH
CHCTEMAaTHYECKH CTHUPAIOTCS: (hopMa uenkeHa MPOAAETCS MOA 000OIIAIOIINMH SIPIBIKAMU «KABKA3CKHN CTHIIBY
WM «pYCCKash TPaIMLMsD»; KapMaHbl Aazyr NHUIIAIOTCS CBOCH (YHKUIMH XpaHEHHs OOCHPHUIIACOB M CBOASATCA K
JICKOPaTUBHBIM JIeTalsiM; a (OpMBI BpoJe jamychy (BOWIO4YHAs HakWAKa) W muhar bork (MexoBas IIamka),
HeCyIHe MY>KCKHE [IepPEeMOHHAJIbHBIE U KIIMMaTH4YecKne (YHKIUH, TPEBPAIIAIOTCS B 3CTETHYECKUE aKCeCCyaphl ¢
UTHOPHUPOBAHUEM Te€HJIEPHBIX KOJIOB.

Kputndgeckoe oOcyxnenue u mnpoGensl  McecmenoBaHue  KPUTHUECKH — pacCMaTpUBaeT — TPH
(yHIaMEHTaJIBHBIX Tpo0ena B  CYIIECTBYIOUIMX  MEXIWUCIMIUIMHAPHBIX HCTOYHMKaX. [lepBelit —
MHQOPMALMOHHBIH TPOOeN: OTCYTCTBHE KOMIUIEKCHOTO TEOPETHYECKOT0 MEXaHHM3Ma, YCTAHABJIMBAIOIIETO
OHTOJIOTHUECKYIO CBSI3b MEXIy S3bIKOBBIMH €IMHUIAMH KOCTIOMHOW JIEKCHKH KapadaeBo-OayikapleB H
(opMHpOBaHNEM KyJIbTYpHOH MaMATH. BTopoil — MeTono0rnueckuil mpooes: OTCyTCTBHE CHCTEMaTHYECKOH
METOJIOJOTHH An3aiiHa, o0ecreunBaronieldl TOUHYIO Iepeiady MHOTOCIOMHBIX KyJbTYpHBIX KOJOB — (OpPMBHI,
[[BETA, OPHAMEHTAI[UY 1 TEPMUHOJIOTUU — B COBPEMEHHBIE MPOLECCH MPOEKTUpOBaHus. TpeTuil — sTudeckuit
npoOert: HejlocTaTouHask HOCTAaHOBKA BONPOCA HA STHYECKOM YPOBHE O ITPaBax COOCTBEHHOCTH M MHTEPIPETALNH
HAIIMOHAJIFHOTO KOCTIOMHOTO HACJIEOWs B COBPEMEHHOM aJaNTHPOBaHWHU. JlJI1 yCTpaHEHHS ATHX IPOOEIoB
HCCIIeIOBaHME MTPeIaraeT «TPEXITANHY0 Moens nepeaaqm» (3Bnedenne-Tpanchopmarus-ApTUKYISINS ) KaK
AQHATUTHYECKHA WHCTPYMEHT JUIA TNPeoOpa3oBaHUs 3THOTPa(UYECKHX JAaHHBIX B COBPEMEHHBIE KPUTEPHH
nmu3aitHa. Ha sTame u3BiIeueHHs OMPEAEISIIOTCS OCHOBHBIE KapThl KyJIBTYPHOTO 3HAYCHHS TEPMHUHOIOTHYESCKIX
eIWHUII, Ha dTare TpaHchopManuy aOCTpaKTHBIE KyJIbTypHBIC 3HAUYCHHS IEPEBOIATCA B KPUTEPHH ANM3aliHa; Ha
dTare apTUKYISALIUN OPOIYyKT HHTETPUPYETCs B TEKYIIMHA COIMOKYIBTYPHBIM KOHTEKCT. B xoae aToro mpomecca
OJTHOBPEMEHHO  HCHOJIB3YIOTCS  TpEXKOIOBasi cucreMa bapra (BH3yalbHBIH, BepOAIbHBIN/SI3BIKOBOM,
TEXHOJIOTHUECKUH/MaTepuabHblid), CIOW KyJbTYpHOW TmaMmsaTH AccMaHa MW TEOpHUs CEMaHTHYECKOH
HeonpenenéHHoctu J[aBuca. Kpome Toro, KOHIENIMKU «CEMAaHTHUYECKON 3PO3UM» — OMpPEIENsAIoeld CTUpaHue
UCXOJHBIX CEMAaHTUYECKHUX CJIOEB MpHU Iepefade B COBPEMEHHBIM [U3allH — M «IIyCTOM IUTaThl» —
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OIIpeNeISIFOIIeil AIIEMEHTBI, BOCIIPOM3BOIMMBIE HUCKIIOYHTEIBHO KaK 3CTeTHYEeCKHe (GOpMBI HOCIE YTpaThl HX
NepBOHAYAbHOW (QYHKIMM — TO3HIMOHUPYIOTCS KaK TEOPETHYECKHE HWHCTPYMEHTHl Uil OOBSICHEHUS
CHCTEMAaTHYECKOT0 UCKIFOYEHHS M SKCILTyaTaTOPCKUX MPAKTHK I00ATBEHOM MOJBI IT0 OTHOIICHHIO K KaBKa3CKUM
thopmam.

amouenne  Pe3ynbTaThl  MOKa3bplBalOT,  YTO  TEPMHHOJOrMYEecKas  CHCTeMa  KOCTIOMa
KapavaeBo-OankapueB (QYHKIHMOHUPYET KaK JAUHAMUYECKHH I'€HEpaTop KyJNbTYPHOI'O CMBICIA, ONPENeIIIOIINMA
BO3MOXKHOCTH TIE€pefayd B COBPEMEHHBIM IU3aiiH Onaromapss CBOMM CTPYKTYPHBIM OCOOCHHOCTSIM W TIIyOWHE
3HA4YEHHUs, a HE CIyXall[i JIUIIb S3BIKOBBIM MHIEKCOM. Ha TeopeTuueckoM ypoBHE UCCIEIOBAaHUE pacIIUpsSET
TpaHUIIBI CEMUOTUKHU MOJbI B KOHTekcTe CeBepHoro KaBkasa, mpeasnarast KpUTUKY TOTO, UTO 3aNafoleHTPUYHbIE
TEOPHUH MOABI HE YYWUTHIBAIOT ATHOKYIBTYPHBIE CIIOM TIAMSATH, BCTPOCHHBIE B TIyOOKO YKOPCHEHHBIE
TEPMUHOJIOTHYECKIE CHCTEMBI MaJIBIX coobmiecTB. Ha mpakTHaecKoM YpOBHE HCCIIEIOBAaHIE IPOKIAABIBACT Y Th
K (hopMHpOBaHHUIO METOOJIOTHH AM3aifHA B ITHUYECKUX MPOIECCAaX MPOCKTUPOBAHMSA, KOTOPask OCTAETCS BEPHOI
KyJIBTYPHOMY HAcIIeANI0, MUHUMHU3UPYET PUCK JCCEMAHTU3AIlMH W TapaHTHPYET KYJIbTYPHYIO YCTOHYHBOCTE.
I[MomuépkuBas, 9T0 MaTepHaibHas KyJNbTypa KapadaeBo-OamkapleB -— HaXOAAMIascsi B Ype3BBHIYANHO
JyBCTBUTEIHLHOM 3THICCKOM IT0JIe B KOHTEKCTE nenopTanuit 1943—1944 romoB — sBiseTCs HE POCTO 00BEKTOM
KpacoThl, HO MaTepUalbHOIl COOCTBEHHOCTHIO KOJUIEKTUBHOM MaMsTH, COTKAHHOM uYepe3 CBaAbObl, TOXOPOHBI,
00psan wuunmanuun u Ozden Adet, wccnenoBaHue TNpeajaraeT MNPUHIMI KyJIbTYpHOH B3aMMHOCTH Kak
HEOOXOANMBII dTHYECKUIl KpuTepuil. B 3akimoueHne qaHHOe MCCiieIoBaHue MpesiaraeT Tpu GpyHIaMeHTalbHBIX
TEOPETUYECKUX BKJIaJla B KOCTIOMOJIOTHIO: HHTETPUPOBAHHBIN KOHLENTYAIBHBINA KapKac, «TPEXITAHYyI0 MOEIh
nepeaaym» 1 KOHIETIUHN «ITyCTOH IIUTAaThD) U «CEMAHTHUECKOH IPO3UM».

KuroueBnle cioBa: CrucrteMa TEpMUHOJIIOTUU OAEXKBI, ITHOKYJIBTYPHAs MaMATh; KyJIbTYPHBIE KOJBI;
KyJIbTypa OZIEXIbl KapadaeBO-0aIKapIIeB; CEMHOTHKA MOABL; KyIbTypHOe Hacnenue; CeBepualii KaBkas.

s -

fazaryor fazawor 3 udl Tedr § fb HRIE-ATdaER uRe Wsardd! JuMe Had dew dadl &1 g!
T2 §; Ffewh UAP Weg Wipfadm o & siais H U WU ffg & wu A s axa1 81 g7/owieg, S gfohes
A W “qIR/ATD> BT 3 Gl §, TR BRY Slal Bl e 5; YUY, FIsby Fdd & b 3 w4t gomac
SIs gl &, Sfcsh AN b = Sfciid TR TGRS & TA13T & Od T4 <ol ¢ | I8 9 % 3 aeqd dap-iap!
IRAF & HROT U HRAADG AT WG & STaS[G SO ATl S8 3@t 8, T8 g avan ¢ fo Wearaed!
YU T Aipiad Wfd ARENR & w0 § B &l g, oI TexTs gde! €39 fazau ¥ emme g |
S TR, 795 g T TRUTHT “§S aTell Sl A1ex” F W AR U JI-UAgTRIS BT Hl 987 vl
2, ot Y=fgel greit & SifeRat d WIS ST b §; Safd Fr=7ares U=t SATHTA-TTd fFRaRdT & dreqd
V HIH-UHR B! BT il § Feomr = Wt formad iR IH@Tela SRe-aIasR UgaH & o
T 4d &1 S 3l 5| Afgarell & uRe ¥, faarfed afeen ot amfivie Rifd o ifsd H ot Gbds
— Y FER (ST BIREG), JFH (T YT, R T (HHR ULT) — B dg%aig 3df &) I =U od gu
&1 o B, o o, Jarfess fRuf, Sfia =rur 8k anffes fRufa wnferer 81 e e &t ok AR
fa=ervor g=ifa § for 3 X SR SIafyd = u & el fau od §: 970 & “HIdHRE Al a1 Tt
RR Y JHRAGT Adal & dgd [AUurH {51 SI1dn §; g7/ ia! Bl I Mal-aReG a8+ R & B I
dfrd R P orrac] faaRull o Hd B faam S 8; 3R 7784 (S 1aR) aUT FER R (B <)
SR ST, S Rl Bt NG 3R STAarg-IReM ST B! 987 B 6, B WieduRd YU § Fad
foar e 8, fores o it o) I0en &t St 2 |

ATAHTHS Tt 3R RIS AU Hoper sfafdwedt Tat & i Mifeie siarmal W SieiemTds
T BT ¢ | T8 & FATHD SHRTA: HRIA-ATAGR TR eardall &1 HINTS 3HhTea! 3R ipiad wfd
fmfon & sta sifidad ey RAUd A a1 TS JSifdd oF BT UG | TR § TG SfavTd: Th
FafYd SIS UG BT UG, S TgERII TiRGpiad HIel — T, W, GBI 3R AsaIaat — Bi
T ez ufsarsll § I U § IO &A1 gRYT HR1 R 8 Afde SiaRTe: JHGIEa
3G B TP G faRd & W@ SR ReT USRI IR Afdd WR UR SUaitd U 36| 3 SaRTall
B! G B & o, 31z <d-=Rofig SO Aise (s aftada- sifieafad) &1 v s g, s
TafAT Taeft SeT B THGTEH fSwrg Ares! §f uRafdd HA &1 fazavuneres Ul g | fssyor =R
H, Yegract SHISAl & Uile Aidiad 31 AMTE! &1 Uga™ &1 olld 6; TRad- 9R01 J, 3 IR iase
31f & fesire Ac St § srgarfed fovam oirar 8; 3R sifiyaafaa TRl & IdTe &1 gdu Qi -aiaiads

www.turkishstudies.net/language



2348 Mariyam Yeziyeva

o # Pipd fbur Wl €1 59 Uflbur & <R, 9199 #) By $ie yueh @y, Hike/arie,
Tt /AT, ST Bt Tl Wfa TR, 3R Sfaw o1 srefra sregwan Rigid Ue 9y e farg s
g1 3P SHfafad, “dTd eRU BT SGURUN — St THBTC fSTT3H & YUY & SR o SER] & &R0l
DI IR Bt & — 3R “fRad ISR B SGYRTT — S had Wiguiddd Ul & Y & TAded dl
&1 UMY St §, eI oot Io Srdemar &1 &t § — &1 dfYe HhRM gRT BIHRETS Tl & FHaryd
ITHR SR MHUHRT TUI3T BT REHAT B b 1T Fifcred SUBRUN & FU | R fbar T gl

e frepef g2ifa € fob arrama- Aras R e Srsaractt vl e aisfad o o fasiia s
8, 1 SO TS faRwdraf 3R ol o1 TERT8 & ATed J IHSHTC (S8 H TUWT 1 YHTGIST Bl
Fuffvd ot 8, 7 7% Fad ueh HINES Yadhic & U H B B! 8| JGifdd TR |, 3y (Y wu J
I HIHIN & gl § e Riftiice &1 el &1 faR &1 &, T8 SATara-T Udd HRd gu b
of-Sisa B Rigid 8¢ TaM & el &1 TeRs 4 Ffgd uikur rsarach yonferdt & ofdfea
ST TR e Wfa tRal & MfAe B J fawhd 8d § | asTRe TR W, 31eqdH Sda-fEemg ufsmarsit
H T FEOTEH UGl & o &1 |1 Y& Bl 8, Sl Fikpiae [OR1Ed & Ufd gheR Yedt 8, TeT-fagan
¥ SIRAA B FAdH IR & 3R TRplad RRAT Pt TR At 31 T8 SR d §Y 5 g ArasR &t
Hifde Tpfd — 1943-1944 & Fafe & e & srid Yaga=iia Afde TR R fRa — daa dicd o1 favg
T8t 8, afcw faare, Sifaw TPR, el TARIG 3R Ozden Adet & 10T T I T3 JHfEP T &1 Gef Ty
g, 3Teag « WWWW”$ﬁWﬁW&WWW$WﬁWﬁHW%| 3,
g ST URYM Siwge ¥ dF Mifas Jgifds dieM Ud &Rdl §: U Uihd daie ard,
<-TRufR Hor ATSd,” SR “Rad IS0 TUT “ 32T &R0 ST SfaeRUMY |

Pigs URYM: IsaIac YU, AAG-TiRep e Wi, IRPIe Hre; HIE™-TAeR (SAHR)
Ry T ia; B Riftrifewy; Tipfas favmd; I8 S|

Yapilandirilmis Ozet:

Bu incelemenin temel amaci, Karacay-Malkar (Balkar) Tiirklerine ait geleneksel giyim kusam terimleri
dizgesinin yalnizca dilsel bir adlandirma uygulamasi olmanin 6tesinde, yapisal 6zellikleri ve anlam derinlikleriyle
dinamik birer kiiltiirel anlam treticisi olarak nasil iglev gordiigiinii kuramsal ve uygulamali diizlemde ortaya
koymaktir. Kuzey Kafkasya cografyasinda yerlesik bu toplulugun maddi kiiltiir mirast ile ¢agdas giyim diizenleme
pratikleri arasinda gdzlemlenen yontembilimsel ve bilgibilimsel kopukluk, aragtirmanin ¢ikig sorunsalini
olusturmaktadir. Mevcut yazinda baslik, hazir, gebenek, camg (jamigi), ¢abir, ¢cartk ve ¢epken (kaptal) gibi kokli
terimlerin giyim gostergebilimi ¢éziimlemelerinin disinda birakildigi; bu terimlerin tasidig ulusal-kiiltiirel bellek
katmanlarimin ise insanbilimsel tanimlamalarla sinirli kalarak ¢agdas diizenleme siireclerine aktarilamadigi
goriilmektedir. Bu baglamda ¢alisma, s6z konusu terimler dizgesinin somut olmayan kiiltiirel mirasin etkin
tastyicilart oldugu varsayimindan hareketle, bu kodlarin ¢cagdas giyim kusam diizenlemesine aktarim isleyislerini
¢oziimlemeyi ve bu aktarimda yasanan anlam kayiplarini elestirel bir bakis agisiyla sorunlastirmayi
hedeflemektedir. Ayrica, kiiresellesen giyim endiistrisinin ulusal gostergeleri ticari bir meta haline doniistiirme
stirecinde yarattig1 “i¢i bos alint1” ve “anlamsal asinma” risklerine karsi, kiiltiirel mirasa sadik kalan ve kiiltiirel
sorumluluk tasiyan bir diizenleme yontembiliminin kuramsal temellerini atmay1 amaglamaktadir.

Caligsma, nitel inceleme yaklasimi igerisinde yer alan bilim dallar1 aras1 kuramsal ¢dziimleme ve elestirel
kaynak tahlili yontemlerini biitiinlestiren bir c¢ergceveye oturtulmustur. Kuramsal diizlemde Jan Assman’nin
kdiltiirel bellek kurami, Roland Barthes’in giyim gdstergebilimi ve Fred Davis’in kiiltlirel kodlar kuramu ii¢lii bir
kavramsal zemin olusturacak sekilde birlestirilmistir. Bu biitiinlestirici gerceve, geleneksel giyim kusam
nesnelerinin {i¢ katmanli bir anlam hareketine tabi tutulmasini olanakli kilmistir: Birincisi, maddi diizeydeki bigim
ve teknik verilerin; ikincisi, anlamsal diizeyde toplumsal-torensel bellek kodlariyla biitlinlestirilmesi; tiglinciisii ise
islevsel diizeyde ¢agdas giyim anlam dizgesine doniistiiriilmesi. Incelemenin gézlemlere dayali zeminini ise
Yeziyeva’nin (2016) Akdeniz Universitesinde tamamladigi1 ve 571 katalog unsurun bigimbilimsel tasnifini igeren
doktora/sanatta yeterlik tezi ile Kuznetsova (1982), Studenetskaya (1989), Malkonduev (2001), Bittirova (2008)
ve Bolurova (2021) gibi Kuzey Kafkasya halkbilimi ve etnografya alanindaki ncii ¢alismalar olugturmaktadir.
Calismanin elestirel boyutunda ise Chanel, Ulyana Sergeenko, John Galliano, David Koma, Alexander Arutyunov,
A La Russe ve Veronika Basharatyan gibi diizenleyicilerin ve iiretim evlerinin sergileri lizerinden kiiresel giyim
alaninda Kafkasya kokenli bigimlerin nasil yeniden {iretildigi, Stuart Hallun temsiller politikasi, Pierre
Bourdieuniin simgesel giic kurami, Walter Benjaminin mekanik yeniden {iiretim elestirisi, Jean Baudrillardin
benzetim kurami ve Fredric Jamesonin taklit kavramlari esliginde ¢oziimlenmistir.
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Yapilan ¢oziimlemeler, Karacay-Malkar giyim kusam terimler dizgesinin yansiz bir adlandirma
listesinden ibaret olmadigini; her bir terimin kiiltiirel anlam diinyasinda birer yogunlagsma noktasi olarak islev
gordiiglinii ortaya koymaktadir. Hazir teriminin, Tirkce kokenli “hazir ol” anlamimdan hareketle ¢epken
iizerindeki figseklikleri ifade ettigi; ancak bunun yalnizca siislii cep olmayip, halkin askeri gecmisini ve toplumsal
savunma uygulamalarint biinyesinde barmdirdigi belgelenmistir. Teknolojik degisimle islevini yitiren bu
nesnelerin  eski adlandirmayr koruyarak varligini siirdiirmesi, terimler dizgesinin yiizeysel bir gorsel
¢oziimlemeyle ulagilamayacak derinlikte bir kiiltiirel bellek arsivi islevi iistlendigini kanitlamaktadir. Benzer
sekilde gebenek teriminin kapiisonlu kege pelerin olmanin 6tesinde, Residiiddin Hamedaninin kayitlarina uzanan
askeri-tarihsel bir anlati; bashk teriminin ise Kuban tipi Iskit heykelleriyle kurdugu bigimbilimsel siireklilik
iizerinden kadim bozkir mirasi ile cagdas Karagay-Malkar kimligi arasinda koprii vazifesi gordiigii saptanmustir.
Kadin giyiminde evli kadinin toplumsal konumunu kodlayan kyamar (giimiis kemer), tiiyme (gogiis siisii) ve
belbau (bel kusagi) gibi gostergelerin ve terimlerin; toplumsal cinsiyet, evlilik durumu, yas evreleri ve ekonomik
konum gibi ¢cok katmanli anlamlar1 barindirdigi goériilmiistiir. Kiiresel giyim alanina yonelik ¢oziimlemelerde ise
bu derin anlam katmanlarinin diizenli bir bigimde silindigi; ¢cepken bi¢iminin Kafkasya tarzi veya Rus gelenegi
gibi genelleyici etiketlerle pazarlandigi; hazir ceplerinin fisek tasima islevinden arindirilarak siislii ayrintiya
indirgendigi; camg: (kege pelerin) ve muhar bork (kiirklii kalpak) gibi erkeklik toreni ve iklim koruma islevleri
tagtyan bigimlerin ise cinsiyet kodlar1 gormezden gelinerek estetik aksesuara donistiiriildiigi tespit edilmistir.

Arastirma, mevcut bilim dallar1 arasi kaynaklarda ii¢ temel boslugu elestirel olarak tartismaktadir.
Birincisi bilgisel bosluktur: Karagay-Malkar giyim kusam sozciiklerinin dilsel birimleri ile kiiltiir bellegi
olusumlar1 arasindaki varliksal bagi kuran biitiinsel bir kuramsal diizenek bulunmamasidir. ikincisi
yontembilimsel bosluktur: Bigim, renk, siisleme ve terimlerden olusan ¢ok katmanli kiiltiir kodlarmin ¢agdas
diizenleme siire¢lerine hatasiz aktarilmasini saglayacak diizenli bir diizenleme y&ntembilgisinin gelistirilmemis
olmasidir. Ugiinciisii ise ahlaksal bosluktur: Ulusal giyim kusam mirasmin ¢agdas diizenlemedeki miilkiyet ve
yorumlama haklarimin ahlak diizeyinde yeterince sorgulanmamasidir. Bu bogluklar1 doldurmak iizere gelistirilen
“U¢ Asamali Aktarim Ornegi” (Ayiklama-Déniisiim-Eklemlenme), halk bilimine dayali verilerin ¢agdas
diizenleme Olg¢iitlerine doniistiiriilmesinde ¢dziimleyici bir ara¢ olarak sunulmaktadir. Ayiklama asamasinda
terimsel birimlerin birincil kiiltiirel anlam haritalar tespit edilmekte; doniisiim asamasinda soyut kiiltiirel anlamlar
diizenleme oOlgiitlerine ¢evrilmekte; eklemlenme asamasinda ise {irlin giincel toplumsal-kiiltiirel baglama
biitiinlestirilmektedir. Bu siiregte Barthes’in {iglii kod dizgesi (gorsel, sozlii/dilbilgisel, teknolojik/maddi) ile
Assmann’in kiiltiirel bellek katmanlar1 ve Davis’in anlamsal belirsizlik kurami bir arada isletilmektedir. Ayrica,
geleneksel kodlarin ¢agdas diizenlemeye aktariminda 6zgiin anlam katmanlarinin asinmasini tanimlayan anlamsal
asmma ve 6zgin islevini yitirmis, yalnizca estetik bigim olarak yeniden iiretilen 6geleri tanimlayan “igi bos alint1”
kavramlari, kiiresel giyim diizeninin Kafkasya bigimlerine yonelik sistematik dislama ve somiirii pratiklerini
aciklamada kuramsal araglar olarak konumlandirilmaktadir.

Elde edilen bulgular, Karacay-Malkar giyim kusam terimler dizgesinin birer dilsel dizin olmaktan ziyade,
yapisal 6zellikleri ve anlam derinlikleri sayesinde ¢cagdag diizenlemeye aktarilmasi olanaklarini belirleyen dinamik
birer kiiltiirel anlam iireticisi olarak islevsel halini ortaya koymaktadir. Arastirma, kuramsal diizeyde giyim
gostergebiliminin smirlarint Kuzey Kafkasya 6zelinde genisletmekte; Bati merkezli giyim kuramlarinin kiigiik
6lgekli topluluklarin koklii giyim kusam terim dizgesinde sakli olan ulusal-kiiltiirel bellek katmanlarini kuramsal
cergevesine dahil edemedigi elestirisini sunmaktadir. Uygulamali diizeyde ise ulusal kokenli diizenleme
stireglerinde kiiltiirel mirasa sadik kalan, baglamindan koparma riskini en aza indiren ve kiiltiirel siirdiiriilebilirligi
giivence altina alan bir diizenleme yontembiliminin olusturulmasina onciiliik etmektedir. Calisma, 1943-1944
stirgiinleri baglaminda son derece hassas bir ahlaksal diizlemde yer alan Karagay-Malkar maddi kiiltiiriiniin, basit
bir giizellik nesnesi degil; evlilik, cenaze, erginlenme térenleri ve Ozden Adet (Geleneksel Tére) ile driilmiis ortak
hafizanin somut miilkii oldugunu vurgulayarak, kiiltiirel karsiliklilik ilkesini vazge¢ilmez bir toresel dlgiit olarak
onermektedir. Sonug olarak, bu inceleme giyim kusam yazinina biitiinlesik bir kavramsal cerceve, “Uc Asamali
Aktarim Ornegi” ve “i¢i bos alinti/anlamsal asinma” kavramlar1 olmak iizere ii¢ temel kuramsal katki sunmaktadir.

Anahtar Kelimeler: Giyim Kusam Terimler Dizgesi, Etnik-kiiltiirel Bellek, Kiiltiirel Kodlar, Karagay-
Malkar (Balkar) Giyim Kiiltiirii, Moda Gostergebilimi, Kiiltiirel Miras, Kuzey Kafkasya.
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Cultural Codes in the Traditional Clothing Terminology of the Karachay-Malkar (Balkar)
Turks: An Analysis in the Context of Ethnocultural Memory and Fashion Design

Introduction
Problem Statement and Research Gap

The twenty-one Republics within the Russian Federation constitute vital administrative
structures that preserve the historical and cultural heritage of diverse ethnic communities. With regard
to the study of Karachay-Malkar traditional dress culture, the Kabardino-Balkar Republic and the
Karachay-Cherkess Republic stand out in particular. These two republics serve as the primary cultural
epicenters that have sustained the traditional way of life, costume, weaving techniques, and decorative
arts of the Karachay-Malkar people within the multicultural fabric of the North Caucasus up to the
present day. The national Republics of the Russian Federation are largely situated across vast
geographical expanses such as the North Caucasus, the Ural Basin, the Volga-Ural region, and Siberia.
Historically endowed with abundant natural resources-notably gold, silver, copper, iron, and various
precious stones-these regions supported not only economic life but also fostered the development of
metalworking, jewelry-making, and traditional handicrafts. In the traditional dress culture of the North
Caucasian peoples, belt buckles, silver-embroidered ornaments, jewelry, and metal accessories
functioned as indicators of social status and cultural identity no less than as aesthetic elements.
Therefore, Karachay-Malkar dress culture can be evaluated not merely as an element reflecting ethnic
identity, but as a component of a multilayered cultural heritage shaped by the natural resources of the
inhabited geography, craft traditions, and complex socio-cultural interactions.

The Alans and the As are the historical ancestors of the Balkars and the Karachays. Like the
Hun-Bulgar communities, the Alan-As populations are ethnic descendants of the Scythian-Sarmatian
tribes. While calling themselves Alans, they are also referred to as As in various written sources and
have been documented in the North Caucasus since the first centuries CE. However, their primary
settlement in this region began in the 4th century. During the 4th to 7th centuries, under the hegemony
of the Hun-Bulgar and Khazar confederations, they did not assume a dominant political role.

It was only following the complete collapse of the Khazar Khaganate in the mid-9th century
that more favorable conditions emerged for the Alans, allowing them to step onto the historical stage as
the predominant power in the North Caucasus and play an active role in the international relations of
Byzantium, the Caucasus, and Southern Russia (Miziev, 2010).

The foundational elements of traditional Karachay-Malkar male attire include the chepken (a
collarless woolen coat, also known in Russian as cherkeska) and the beshmet (termed koylek in
Karachay-Malkar) worn beneath it. These garment forms constitute an integral part of the broader
military and aristocratic dress tradition across the Caucasus, featuring variations in color, length, and
ornamentation that reflect the wearers age, occupation, and social standing. In the general Caucasian-
type chepken, the lower hem is gathered at the waist and cinched with a black leather belt embellished
with silver mountings; the belt buckle historically functioned as a strike-a-light (flint striker) for kindling
fires (Yeziyeva, 2016). Furthermore, the indispensable accoutrements of this attire include the dagger
(kama), cartridge loops (hazir) sewn onto the chest, and the hood (baslik), often paired with a wool/felt
hat (muhar bork or kalpak). Female attire, conversely, is characterized by ornate silver belts (kyamar),
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braided hair ornaments, and silver-embroidered jewelry. In Condras Encyclopedia of National Dress
(2013, p. 635), the traditional dress of the Karachay-Malkar people residing in the Russian Federation
is analyzed as part of this regional and ethnic diversity, highlighting both its functional adaptabilities
(suitability for harsh climatic conditions, mountainous terrain, and an equestrian lifestyle) and its
symbolic functions (reflecting social hierarchy and ethnic identity).

This historical and cultural background is continuously reinterpreted within contemporary
textile and fashion studies. The field of contemporary textiles and fashion, while deepening its
theoretical engagement with cultural heritage, increasingly adopts design approaches that highlight
localized identities in response to globalized production processes and standardized consumption habits.
Accordingly, traditional garment forms, motifs, materials, and craft techniques are recognized not
merely as historicized cultural artifacts, but as creative resources that drive sustainable, authentic, and
innovative fashion concepts (Crane, 2000; Niiniméki, 2018). Crane (2000) underscores the role of
fashion in configuring social status, class, and identity, explicating how traditional dress elements
acquire contemporary resonance. Similarly, Niiniméki (2018) addresses the integration of local craft
traditions into the circular fashion economy as a vital dynamic for both environmental and cultural
sustainability.

However, this reproduction process carries the risk of semantic distortion regarding the
authentic codes of the source culture. During the transmission of traditional clothing elements into
contemporary fashion designs, arbitrary interpretations by designers can lead to the alteration or loss of
the intrinsic meaning of authentic objects; these items are frequently utilized for commercial purposes,
sparking debates regarding the absence of fair benefit-sharing (Sadhna et al., 2025). On an
interdisciplinary plane, this situation gives rise to both ethical and epistemological dilemmas. The failure
to accurately position the historical depth embedded within cultural elements in contemporary design
methodologies-coupled with their commercialization through reduction to mere visual aesthetics-poses
a critical threat to the preservation of intangible cultural heritage. The 2003 UNESCO Convention for
the Safeguarding of the Intangible Cultural Heritage underscores that such practices jeopardize the
intergenerational transmission of living traditions, emphasizing the necessity of specialized
safeguarding mechanisms to protect the cultural identities of communities. Recent literature in fashion
and textiles regarding cultural heritage (Sadhna et al., 2025) argues that traditional textile techniques
and costume forms must be evaluated within the scope of intangible cultural heritage and governed by
ethical frameworks. Nevertheless, the heavy concentration of these studies on technological and
sustainability-driven processes leads to the neglect of the semantic potential inherent within
terminological systems. As Eicher (1995) highlights, local terms defining dress elements encapsulate a
dense informational network concerning social standing, gender roles, and ceremonial functions. In
other words, each term functions as an integrated cell of cultural memory.

The aforementioned research gap underscores a persistent methodological impasse regarding
the North Caucasus and, specifically, Karachay-Malkar costume culture. A review of the literature
reveals a two-fold structural disconnect within the field. On the one hand, there exists a highly rich,
descriptive anthropological and ethnographic corpus concerning the region. As Bittirova (2008, p. 59)
emphasizes, traditional dress elements function as active knowledge fields encapsulating the historical
and cultural memory networks of a people. In this regard, pioneering studies have been conducted by
scholars such as Kuznetsova (1982), Studenetskaya (1989), Malkonduev (2001), and Bolurova (2021).

In her study examining Karachay-Malkar folk art, Kuznetsova (1982) asserts that traditional
dress elements are not merely aesthetic objects, but concrete materializations of collective memory.
Studenetskaya (1989), in her seminal work systematically classifying the attire of North Caucasian
peoples from the 18th to the 20th centuries, recorded the socio-cultural functions alongside the
morphological characteristics of each garment component. Malkonduev (2001) examined the material
culture of the Karachay-Malkar people within an ethnic framework, emphasizing the pivotal role played
by the costume terminology system in preserving historical consciousness. Furthermore, Bolurova
(2021, p. 1103) demonstrated that traditional dress sharply reflects social stratifications and hierarchical
structures, thereby documenting the critical risks involved in translating these codes into contemporary
design.

www.turkishstudies.net/language



2352 Mariyam Yeziyeva

When Karachay-Malkar sources are examined, this theoretical gap becomes clearly visible.
Yeziyevas (2016) doctoral/proficiency in art dissertation completed at Akdeniz University provides a
pioneering example of how this gap can be bridged on an empirical level. In the dissertation study, a
morphological classification of 571 cataloged items was executed, documenting the use of each element
within its respective social status, gender, age, and ceremonial contexts. This comprehensive
documentation process serves as primary evidence that the terminology system functions not merely as
a set of grammatical labels, but as active carriers of collective memory. For instance, Bittirova (2008, p.
61) demonstrated that the term hazir-derived from the word hazir of Turkic origin-does not merely
denote the decorative pockets on the cherkeska (chepken), but rather embodies the military past and
social defense practices of the people. The persistence of these objects-which have lost their physical
functionality through technological evolution-while preserving their deep-rooted nomenclature proves
that the terminology system operates as an archive of cultural memory with a depth unachievable
through superficial visual analysis.

This immense written heritage has largely remained confined to a historical approach, treating
terminology as static linguistic remnants or passive data indices. At the other extreme lie theoretical
frameworks that conceptualize fashion as a structuralist-semiotic system, yet focus exclusively on the
production-consumption cycles of the Paris-London-New York fashion axis (Barthes, 1983; Davis,
1992; Hebdige, 1979). Although Barthess (1983) structuralist work The Fashion System analyzes the
linguistic codes of high fashion within a theoretical framework centered on the fashion system, it
excludes the morphological and structural forms of traditional costume from its analytical focus. While
Daviss (1992) analysis of cultural codes examines the reflections of American class mobility in dress
with respect to social stratification, it fails to consider the memory practices regarding identity formation
or the historical processes of small-scale ethnic communities within its empirical contexts. Furthermore,
although Eichers (1995) studies on ethnic dress demonstrate that local terminology systems resist
universal fashion categories, they do not propose a systematic model of transmission. Because these
theoretical frameworks are built entirely upon Western-centric textile and consumption hegemony, they
fail to integrate into their analytical scope the layers of ethno-cultural memory embedded within the
deeply rooted costume terminology systems of small-scale communities such as the North Caucasus.
Consequently, a structural dichotomy persists between these two disciplines in the existing literature;
there is a lack of a holistic and analytical theoretical model that explains how the Karachay-Malkar
costume terminology system functions not merely as a set of linguistic labels, but as active carriers of
ethno-cultural memory, and how these semantic codes can be transmitted into contemporary garment
design methodology without suffering a loss of cultural authenticity.

Craik (1994) defines fashion as a “cultural technology” that regulates the presentation of the
body and identity. However, when this technology is adapted to the Karachay-Malkar traditional
costume system, it encounters localized semantic boundaries, as pointed out by Eicher (1995). Indeed,
the traditional terminology system contains deeply embedded, culture-specific meanings that cannot be
directly translated into a universal design vocabulary, but rather acquire significance solely within their
authentic context. This situation gives rise to a methodological dilemma: when designers become
alienated from the intellectual and philosophical background of the source culture, how can they
academically and artistically position Karachay-Malkar traditional costume elements without
assimilating them into the melting pot of the dominant culture?

This study operates on the premise that the Karachay-Malkar costume terminology system is
not a randomized naming practice, but rather constitutes a systematic cultural memory structure. This
premise is further supported by the empirical findings of Yeziyevas (2016) comprehensive
doctoral/proficiency in art dissertation, which documented and interpreted North Caucasian Karachay-
Malkar costume designs. In this 558-page dissertation study, Yeziyeva analyzed an extensive spectrum
of sources-ranging from the Nart Sagas and Ozden Adet (a foundational text codifying the social norms
of the Karachay-Malkar people) to archacological artifacts, museum collections, and private family
archives-thereby demonstrating that traditional costume elements serve not merely as aesthetic forms,
but as active carriers of socio-cultural memory. Moreover, drawing upon these documentary data, the
dissertation generated an original contemporary collection, effectively establishing a methodological
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bridge between theoretical analysis and applied design. The transmission of this intricate structure into

contemporary design can only be achieved through the articulation of a conceptual framework structured
around a three-tier encoding hierarchy.

Table 1: A Three-Tiered Semantic Model in Ethno-Cultural Code Transmission

MATERIAL LEVEL SEMANTIC LEVEL PERFORMATIVE LEVEL
(TEXTURE, PRODUCTION (SOCIO-CEREMONIAL (CONTEMPORARY
TECHNIQUES, AND MEANING, MEMORY CONSUMPTION,
FORM) CODES) FASHION MEANING,
AND DESIGN)

As illustrated in Table 1, the transmission of codes from traditional costume to contemporary
design undergoes a three-tiered semantic progression. Morphological and technical data at the material
level integrate with socio-ceremonial meanings and memory codes at the semantic level, subsequently
being transformed into a contemporary fashion meaning system and design application at the functional
level. On a theoretical plane, the proposed conceptual model aims to make an original contribution to
the literature by expanding Western-centric fashion semiotics frameworks along the axis of the
intangible cultural heritage of the North Caucasus. In terms of application, the study offers a concrete
model for a culturally responsive design methodology, aiming to minimize the risk of
decontextualization in ethno-design processes and to safeguard cultural sustainability.

Source Analysis
Traditional Clothing Morphology as a Semiotic Scientific System

Semiotics is the branch of science that examines the structure and operation of all sign systems
utilized for communication purposes (Turkish Language Association Dictionary, 1998, p. 879). It
analyzes not only textual or verbal codes, but also all visual, material, and behavioral sign systems. One
of its primary domains of inquiry is clothing and its various structural configurations. Costume
morphology, on the other hand, is a concept pertaining to the structure of a garment, encompassing its
pattern, tailored fit, applicability in relation to bodily anatomy, utilized fabrics, and other technical
specifications. Deep semantic relationships exist within the semiotic context regarding the morphology
of'a garment. These relationships can be articulated and evaluated both within the context of traditional
attire and through the lens of contemporary fashion elements.

In his theoretical work The Fashion System, Roland Barthes (1983) asserts that dress elements-
far from being random aggregations-function as a systematic chain of signs in which each component
acquires meaning within a relational structure. Although Barthess methodology centers on
contemporary Western fashion, it offers a robust theoretical foundation for the structural analysis of
traditional clothing. According to the semiotic perspective articulated by Barthes, the written system of
fashion transforms the garment from a mere material object into a social narrative that offers cultural
codes by providing insights into social identity and belonging. When this theoretical framework is
adapted to traditional clothing classifications, this narrative domain encompasses not only
morphological/visual descriptions, but also the system of terminological concepts that embed cultural
associations into collective memory.

However, the direct application of the semiotic model developed by Barthes to ethno-design
processes presents certain methodological limitations. The theorist posits that the fashion system
operates within a self-contained, static semantic loop isolated from functional utility. In contrast,
Karachay-Malkar costume morphology operates at the very core of social life within domains of socio-
cultural interaction and practical usage, while occupying the focal point of ceremonial practices.
Therefore, the system of terminology used in this field, far from being an arbitrary naming process, is
structured as an active carrier of cultural memory, as conceptualized by Assmann (2011).
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When analyzing Karachay-Malkar dress practices through localized terminology such as
cherkeska (chepken) or hazir, it becomes evident that these garments are not merely apparel items, but
historical code carriers facilitating intergenerational transmission. As Studenetskaya (1989)
underscores, the cut, ornamentation, and decorative techniques of traditional garments constitute a
directly decipherable sign system that reflects the socio-cultural identity of the community to which they
belong. Contemporary fashion theories, when decoding ethnic elements, frequently fall into the fallacy
of decontextualizing these objects and reducing them to purely aesthetic or morphological items.
Conversely, the collar and cuff ornamentations, embroidery compositions, and color preferences
inherent in Karachay-Malkar attire serve-far beyond mere aesthetic concerns-as materialized signifiers
of cultural memory. Evaluating a garment solely from a morphological perspective implies disregarding
its semantic depth. Therefore, a holistic methodology that addresses costume culture in its entirety,
positioning it as a living component of cultural memory, is essential for empirical accuracy and academic
rigor.

The Relationship Between Cultural Memory and Material Culture

Cultural memory is the collective memory repository that sustains a societys past experiences,
knowledge, and identity codes through processes of intergenerational transmission (Assmann, 2011).
Material culture, on the other hand, is defined as the totality of concrete objects, tools, and artifacts
pertaining to a societys production, consumption, and living practices (Miller, 2005). An interactive and
mutually reinforcing connection exists between cultural memory and material culture. Concrete objects
function as materialized forms of abstract semantic domains, whereas cultural memory maintains its
intergenerational continuity through these very objects. Consequently, cultural memory acquires crucial
significance for societies in terms of identity construction and the sustainability of social belonging. The
cultural memory theory in its contemporary articulation was originally developed by the German
Egyptologist Jan Assmann and his wife, the cultural theorist Aleida Assmann (Assmann, 2011).

Developing the “Theory of Cultural Memory” in the early 1990s, Jan Assmann (2011) posited
that societies maintain their identity continuity through external memory carriers such as texts,
ceremonial practices, monuments, and objects. On this theoretical plane, clothing constitutes a unique
memory object by virtue of possessing both a material and a corporeal quality. While functioning as an
individuals second skin, clothing simultaneously renders social and cultural boundaries visible.
Although Assmanns cultural memory doctrine is primarily built upon a distinct historical plane centered
on the monumental architecture, political imagination, and written codices of early civilizations, it
intersects on the common ground of cultural memory with the morphological structure-encompassing
pattern, cut, fabric composition, and related specifications-of the Karachay-Malkar garments that form
the locus of this study.

When reading the layered skirt structure in Karachay-Malkar womenswear across the Turkic
cultural geography, establishing a concrete pattern, fabric, or decorative similarity with the “Ug Etek”
(three-skirt) tradition in Anatolia would be misleading; indeed, pronounced differences exist between
the two geographies in terms of materials and tailoring techniques. The sole connection that can be
established at this junction is the shared symbolic and cultural semantics embedded within the garments.
Just as in Anatolia, this layered structure in Karachay-Malkar womens dress-complemented by a waist
belt and distinguished by specialized front ornamentations-serves as a carrier of cultural memory and
social standing. Rather than being mere aesthetic elements, the decorative density and design details of
the garment possess a symbolic depth that encodes the wearers marital status, life stage, and social
position. For instance, garments designed with greater simplicity for young maidens diverge through
elaborate embroideries and weightier forms in married women. This demonstrates that layered dress
forms in both cultures meet on a common ground as embodied signifiers of collective memory.

Assmanns concept of abstract memory crystallizing (objectifying) into concrete objects finds a
functional counterpart in this study-not through monumental stone structures, but via traditional costume
and localized clothing terminology systems operating as memory cells. This application becomes even
more pronounced when concretized through Karachay-Malkar dress specimens and terminology. For
example, the term kélek (mens shirt) extends far beyond denoting a simple upper garment; with its
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tailored cut conforming to the upper body and its collar ornamentations (tuhtiiy), it represents an
embodied expression of masculine codes. Similarly, the term hazir functions not merely as an accessory,
but as a memory carrier wherein social status and familial ties materialize. The tiyme (womens
stomacher/chest ornament), through specialized decorative techniques on the breast portion,
encapsulates cultural codes pertaining to womanhood and reproductive vitality. This terminological
structure demonstrates that each costume element serves as an external memory carrier in the sense
defined by Assmann (2011); for these objects constitute the tangible frameworks of individual and
collective remembrance, guarantee the continuity of social identity, and function as a theoretical bridge
between the past and the present.

Cultural Codes and the Representation of Identity in Fashion

In his work Fashion, Culture and Identity, Fred Davis (1992) argues that clothing operates
through ambivalent and, at times, contradictory cultural codes. According to Davis, fashion is constantly
positioned in a delicate balance between individualization and conformity, as well as elitism and
democratization. This structural ambivalence also manifests itself in ethnic fashion and sustainable
design practices. While the integration of traditional dress elements into contemporary designs can be
interpreted as a form of respect for cultural heritage, it can also transform into a commercialized practice
or cultural appropriation that exploits the semantic realm of the source culture (cf. Hebdige’s, 1979,
notion of commodification).

Bolurova (2021, p. 1103) emphasizes that compared to all other elements of material culture,
the Karachay-Malkar costume system reflects social stratifications and hierarchical structures far more
sharply. According to Bolurova, the garment configuration in the Karachay-Malkar dress system-
composed of three core layers (undergarments, tunic/upper wear, and outerwear)-reflects socio-
economic status through mechanisms of enrichment and differentiation (2021, p. 1104). The author
demonstrates that this hierarchical structuring is coded particularly in womens attire through
components such as the headscarf (jauluk), the layered skirt (ii¢ etek), and the belt. For instance, the
headscarf-tying style of married women diverges from that of young maidens; similarly, the fabric
quality, decorative density, and layer count of the ii¢ etek delineate the familys economic standing and
the womans marital status. Analogously, in mens wear, the quantity and arrangement of the hazir
(cartridge loops/chest pockets) on the cherkeska convey information regarding social status and military
history. Consequently, this dynamic introduces the risk of either authentically preserving or completely
forfeiting design semantics during the process of transmitting these cultural codes into a contemporary
design methodology.

When addressing this subject through the lens of the Karachay-Malkar costume and
terminology system, it becomes apparent that the term kolek (mens shirt) extends beyond a mere
designation for upper wear; with its tailored cut conforming to the torso structure, cuff ornamentations,
and neckline, it serves as an embodied expression of masculine codes. Furthermore, the belbau (waist
sash/belt) is not merely a complementary accessory, but rather a memory carrier in which social status
and familial ties materialize through its knotting style, decorative technique, and material composition.
The tiiyme (womens stomacher/chest ornament), through specialized decorative techniques on the
breast portion, encapsulates cultural codes pertaining to womanhood, reproductive vitality, and marital
status. This terminology system demonstrates that each costume element functions as an external
memory carrier in the sense defined by Assmann (2011). However, in contemporary design practices,
these terms and forms are frequently generalized under the blanket term cherkeska, the hazir details
are interpreted merely as decorative pockets, and the layer count and ceremonial significance of the ii¢
etek are disregarded. Consequently, the hierarchical and status signifiers (status codes) highlighted by
Bolurova (2021, p. 1103) dissolve within the design process; the garment ceases to be a carrier of
meaning and is transformed into a purely visual object of consumption.

The critical point to emphasize here is that existing ethnic fashion literature remains trapped
within a descriptive surface analysis lacking theoretical depth. As Skov (2002) rightfully critiques in her
study on regional designers, the global fashion field tends to appropriate forms as purely visual objects
of consumption without grasping their historical and semantic background. For instance, while the hazir
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details on the chest portion of the Karachay-Malkar cherkeska originally served the practical function
of carrying gunpowder cartridges and primer tubes, contemporary designs frequently reinterpret these
pockets as mere ornamentation, thereby completely erasing their semantics related to military heritage
and defense practices.

This situation results in the traditional costume terminology system becoming a superficial
decorative label utilized merely to impart an authentic aura to the design, rather than functioning as a
structural carrier of meaning. Within the Karachay-Malkar terminology system, terms such as kélek
(shirt) and #iiyme (womens stomacher/chest ornament) form an intrinsic semantic network; yet, in the
global fashion domain, these terms are frequently dissolved under abstract and superficial classifications
such as “Caucasian style” or “Highlander forms.” Although the word hazir originates from the Turkic
hazir, conveying the meaning of “be ready” or “be alert,” this etymological depth and the cultural
memory regarding military preparedness are routinely disregarded during the design process.
Consequently, the ambivalence pointed out by Davis (1992) transforms into a one-sided loss of meaning
within the context of ethnic fashion: while traditional codes are transmitted into the consumption sphere
under the premise of adaptation and democratization, the codes of individualization and distinction are
severed from the internal order of the source culture; thus, the garment forfeits both its meaning and its
authentic subject.

Identification of Research Gaps

When the existing interdisciplinary literature is subjected to a critical synthesis, three primary
methodological and theoretical deficiencies are identified:

1. Epistemological / Knowledge Gap: There is a lack of a holistic theoretical framework
establishing the ontological link between the linguistic units of Karachay-Malkar costume terminology
and the structures of cultural memory. Existing scholarship either catalogues terms in isolation from
contemporary fashion theories or conceptualizes fashion as a universal system of signification detached
from its historical context.

Concrete Example: Kuznetsova (1982), in her study on Karachay-Malkar folk art, individually
defines terms such as chepken, kélek (upper-body garment), kyamar (silver belt), hazir (cartridge loops),
kama (dagger), and bashlyk (headpiece/hood); however, she fails to contextualize the gendered, age-
related, socio-economic, and ceremonial functions embedded within these terms within a theoretical
framework. For instance, the black, dark blue, or gray hues of the chepken represent not merely aesthetic
preferences, but serve as signifiers denoting the wearers life stage (youth, maturity, old age) and social
standing (Kuznetsova, 1982). Similarly, while Studenetskaya (1989) examines the dress forms of
Northern Caucasian peoples within a broad geographical frame, she does not elucidate through a
structuralist model the intrinsic semantic layers of Karachay-Malkar terms-such as how the kyamar
(silver belt) functions not simply as an ornament, but as a symbol denoting a womans marital status and
intra-familial position.

Barthes (1983), in The Fashion System, conceptualizes fashion as a system of signification
(symbolic system) and posits that garment descriptions are articulated across three distinct structures:
technical, symbolic, and verbal. However, because Barthes constructs this framework as a universal
model abstracted from historical and ethnic contexts, it renders invisible the localized semantic layers
embedded within Karachay-Malkar dress terminology. For example, at what Barthes terms the “verbal
structure” level, the Karachay-Malkar term kaptal (beshmet) denotes not merely an upper-body garment;
it encapsulates layers of cultural memory such as ancestral heritage, masculine honor, and hospitality.
Consequently, Barthess structuralist semiotics proves insufficient to establish these ontological
connections.

2. Methodological Gap: A systematic design methodology capable of ensuring the accurate and
analytical transmission of multi-layered cultural codes-comprising form, color, ornamentation, and
terminology embedded within Karachay-Malkar clothing morphology-into contemporary design
processes has not been developed. In the absence of a theoretical framework, designers rely on intuitive
approaches, leading to arbitrariness and semantic distortion in the transmission of meaning.
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Concrete Example: Karachay-Malkar clothing morphology consists of at least five distinct
layers of cultural codes:

Formal Semiotic Codes: An examination of traditional clothing forms reveals that structural
elements not only meet climatic and ergonomic requirements but also project gender codes and
geographical lifestyles. In this context, the collarless structure of the chepken, its waist-gathered skirt,
and hidden fasteners, alongside the body-fitting form of the beshmet and the sleeveless design of the
inner vest, directly respond to the practical needs of an equestrian culture. These typological forms,
combined with the flared waistline of women's dresses, both offer functional adaptation to mountainous
conditions and embody the codes of masculinity and femininity in North Caucasian society
(Studenetskaya, 1989).

Chromatic Semiotic Codes: When examining the color symbolism in Karachay-Balkar folk art
(Kuznetsova, 1982), it becomes evident that colors transform into signifiers that categorize social and
psychological states. Indeed, within this framework-where mourning and solemnity are identified with
black, purification with white, and freedom with dark blue-the preferred tones vary according to age
groups. The inclination of younger generations toward vivid or light shades and burgundy chepkens to
symbolize dynamism, alongside the elderly’s emphasis on maturity through dark colors such as black
and gray, constitutes the foundation of this chromatic construct.

Ornamental Semiotic Codes: Floral and geometric motifs on the silver kyamar (belt); engravings
on the hazir (cartridge loops); and braided patterns on womens headpieces. Rather than serving purely
aesthetic purposes, these ornamentations function as visual transmissions of belief systems such as
fertility, protection, and lineage affiliation.

Terminological Semiotic Codes: The kama (dagger) serves not merely as a defensive weapon,
but as a symbol of honor and reliability; the muhar bork (fur hat) signifies elevated social status; and
womens braided hair ornaments denote marital status and intra-familial roles.

Ritualistic Semiotic Codes: Distinct types of chepken worn across various social occasions such
as weddings, funerals, religious holidays, and hospitality rites; each of these garments performs a
specific ceremonial function embedded within the semantic layers of its terminology.

When designers attempt to transmit this five-tiered semiotic system into contemporary design
without a conceptual framework, it results in the chepken being treated merely as an isolated garment
while its authentic chromatic and ceremonial semantics are ignored, or the kyamar (silver belt) being
marketed solely as an “ethnic accessory,” thereby stripping away its function as a signifier of female
social status and marital standing. This process exemplifies a semantic breakdown resulting from the
intuitive selection and transmission of symbolic layers.

3. Ethical Gap: Current academic discourse does not adequately interrogate the ethical aspects
of ownership and interpretation rights surrounding ethnic textile heritage in modern design. The
inclusion of traditional clothing forms and terms without deconstructing their social and ceremonial
functions results in a loss of meaning that compromises cultural integrity and strips the object of its
context, as emphasized by Hebdige (1979) in relation to the commodification of subcultural signs.

Concrete Example: Hebdige (1979), in Subculture: The Meaning of Style, examines the
recuperation of punk style by the fashion industry, demonstrating how traditional or subcultural clothing
elements lose their authentic meanings when commercialized by mainstream fashion. A parallel
semantic erosion is observed in Karachay-Malkar dress culture as its material artifacts intersect with
global fashion and market dynamics:

Marketing the chepken under generalized ethnic labels such as “Caucasian style” or “Russian
tradition” erases its authentic Karachay-Malkar origin and ancestral heritage semantics.

Reproducing the kama (dagger) as a mere decorative accessory disregards its profound functions
as a signifier of honor, trust, and social covenant.
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Presenting the womens kyamar (silver belt) solely as “traditional jewelry” leads to the loss of
symbols tied to female identity, such as marital status, intra-familial respectability, and reproductive
fertility.

Designating terms like hazir (cartridge loops) and bashlyk in contemporary designs merely as
“Caucasian-themed pockets” or “ethnic head accessories” erodes the military, religious, and gendered
meanings embedded within these terms.

As Hebdige (1979) asserts, the re-contextualization of clothing elements by mainstream
discourse violates the source communitys right of interpretation and sense of ownership over these
symbols. When the Karachay-Malkar communitys right to define, utilize, and transmit its own costume
terminology is bypassed, uninformed ethnic inspirations by contemporary designers verge on cultural
appropriation.

To bridge the theoretical and methodological gaps identified above through robust conceptual
instruments, this research proposes two fundamental concepts:

The first is the concept of “empty citation” (i¢i bos alint1), which defines traditional elements
that have lost their original functions and cultural codes, being reproduced strictly as aesthetic forms.
This concept shares theoretical affinity with Jean Baudrillards (1994) hyperreality within his theory of
simulacra and Jamesons (1991) notion of pastiche; it denotes a superficial formal transmission devoid
of its authentic referent.

Jean Baudrillard (1994), in Simulacra and Simulation, posits that simulacra lacking an authentic
referent replace reality itself; citing the example of Disneyland, he notes that an “authentic America” no
longer exists, and that Disneyland covers this absence by generating a hyperreality. A parallel process
operates within Karachay-Malkar dress elements: marketing the chepken as “Caucasian style”’-devoid
of its ancestral heritage, honor, and life-stage codes-creates a hyperreal copy without the presence of an
authentic chepken. Jameson (1991), in Postmodernism, or, The Cultural Logic of Late Capitalism,
asserts that pastiche is a blank parody, a neutral practice of mimicry lacking critical distance, wherein
past styles are reproduced without critical interrogation. The deployment of Karachay-Malkar
ornamental motifs in contemporary designs merely as “ethnic patterns” mimics these forms without
interrogating their underlying meanings of lineage affiliation, fertility, and protection, thereby
generating an “empty citation.”

The second concept is “semantic erosion,” which defines the degradation of authentic semantic
layers during the transmission of cultural codes into contemporary design. This process runs parallel to
the loss of meaning that Assmann (2011) describes in the transition from communicative memory to
cultural memory.

Assmann (2011), in Cultural Memory and Early Civilization, specifies that communicative
memory relies on oral transmission among living generations, whereas cultural memory is transmitted
through institutionalized, ceremonial, and mediated channels. In the shift from communicative memory
to cultural memory, the absence of living witnesses results in the forfeiture of certain semantic layers,
leaving behind only objectified symbols. In Karachay-Malkar dress culture, an object such as the kyamar
(silver belt), when passed from grandmothers to granddaughters via communicative memory, keeps its
meanings of marriage, status, and fertility actively alive; however, when this object is transferred into
contemporary design simply as “traditional jewelry,” the chain of communicative memory breaks,
reducing the object to an objectified symbol of cultural memory. Throughout this process, the semantic
layers embedded in the kyamar undergo erosion, leaving behind a purely aesthetic form. It is precisely
this semantic erosion that conceptualizes the profound loss of meaning experienced by cultural codes
when reproduced within contemporary design.

Theoretical Framework

The theoretical backbone of this study is constructed upon an integrative paradigm that
synthesizes the conceptual tools of three distinct disciplines to address the aforementioned research gaps
(Figure 1). As illustrated in Figure 2, the proposed conceptual paradigm is configured as an
interdisciplinary structure uniting Barthess (1967) semiotics of fashion, Assmanns (1992) cultural
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memory theory, and Daviss (1992) theory of fashion, culture, and identity. These three theoretical
components function as mutually complementary layers operating on the analytical plane of the
manuscript.

Table 2: Integrated Paradigm of the Interdisciplinary Theoretical Framework

SEMIOTICS CULTURAL FASHION,
- OF MEMORY CULTURE,
COl:dC(fDPgEAL = FASHION + (ASSMANN) + AND
(BARTHES) IDENTITY
(DAVIS)

Within this integrated framework; Barthess (1967) semiotic model constitutes the first layer,
providing the structural analysis of garment forms. Assmanns (1992) theory of cultural memory
represents the second layer, addressing the historical and social semantic layers embedded within these
forms with mnemonic depth. Daviss (1992) theory of fashion, culture, and identity serves as the third
layer, analyzing the semantic ambiguity and commercialization risks experienced during the
transmission of these codes into the contemporary fashion system.

Evaluating the operationalization of these three frameworks in the analysis of Karachay-Malkar
costume forms and terminology system:

Barthess Semiotic Model: Utilized to analyze the structural positioning of Karachay-Malkar
costume terms at the level of written system and their modes of functioning as cultural signifiers.

Assmanns Theory of Memory: It has been used to substantiate that garment forms are not static
fossils, but dynamic objects that embody historical knowledge and enable intergenerational identity
transmission.

Daviss Analysis of Fashion, Culture, and Identity: It has been added to the theoretical framework
to balance the tensions that ethnic elements experience between commercialization and authenticity in
contemporary design processes with design criteria carrying cultural responsibility against the risk of
cultural appropriation (plunder).

The ethnic-design process conceptualized within the scope of the study, beyond random product
development, has been centered on an interdisciplinary methodology axis based on Jan Assmanns
cultural memory, Roland Barthess semiotics, and Fred Daviss doctrines of fashion, culture, and identity.

Methodological Infrastructure. Theoretical Foundations and Analytical Levels.

The integration of traditional Karachay-Malkar clothing morphology and textile terminology
system into the field of contemporary fashion design cannot be addressed merely as formal imitation or
visual transmission. On the contrary, this process is an interdisciplinary translation methodology that
requires the analysis and subsequent recoding of the semiotic layers embodied in material culture
objects. In this study, a three-stage holistic conceptual framework is proposed in order to overcome the
error of formal reductionism frequently encountered in the literature and to ensure the sustainable
transmission of intangible cultural heritage. Conceptual Framework Levels:

- Level 1: Cultural Memory — Mnemonic (Memory Function) (Assmann, 2011)
- Level 2: Semiotic Structure — Tripartite Code System (Barthes, 1983)
- Level 3: Contemporary Transmission — Semantic Ambiguity (Davis, 1992)

Level 1: The Mnemonic Function of the Terminology System (Cultural Memory). Within the
context of the cultural memory theory conceptualized by Assmann (2011), the terminology system of
Karachay-Balkar clothing is not merely a set of grammatical labels, but rather mnemonic repositories
where collective memory is preserved. Every term pertaining to traditional clothing has evolved from
the phase of communicative memory-which is limited to everyday interactions-into a timeless status of
cultural memory through ceremonialization and materialization (Assmann, 2011).
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Level 2: Semiotic Code Structure. Roland Barthess (1983) theory of the semiotics of garment
offers three fundamental structural planes in the analysis of the Karachay-Malkar clothing terminology
system:

- Visual Code: The directly perceived visual-material form of clothing in descriptions,
photographs, or museum displays.

- Verbal/Grammatical Code: The textile terminology system and verbal narratives that surround
the garment, defining its conceptual boundaries.

- Technological/Material Code: The production technique, pattern structure, material efficiency,
and physical reality of the garment.

While these three levels present an organic integrity in traditional Karachay-Malkar clothing,
the linguistic code (term) directly dictates the social rules of the material code (production and clothing
form) (Barthes, 1983). In an intervention carried out without comprehending the dynamics of this
tripartite structure, the contemporary designer faces the risk of disrupting the semantic integrity of the
garment.

Level 3: Semantic Ambiguity of Cultural Codes. The analysis and translation of traditional
codes into a contemporary garment form during the design process inevitably engenders semantic
ambiguity, as emphasized by Davis (1992). A code that, in its historical context, serves as an indicator
of ethnic belonging, gender roles, or noble status is re-signified in the contemporary global fashion
market as authenticity, sustainability, or otherness (Davis, 1992). This ambiguity is not a defect or an
epistemological rupture in the design process; on the contrary, it is a structural and generative tool of
transformation that ensures the adaptation of cultural codes to time.

Three-Stage Transmission Model of Cultural Codes

Moving from the theoretical foundations stated above, an analytical “Three-Stage Transmission
Model” has been developed to enable the transformation of folklore-based (ethnographic) data into
contemporary design criteria. This model was experimentally tested in Yeziyevas (2016)
doctoral/proficiency in art thesis work and verified through the transmission of 571 catalog elements
into the design process:

1. Extraction: Ethnographic (Folklore-based) and Historical Data Analysis (Studenetskaya,
1989).

2. Transformation: Pattern, Form, and Material Optimization.
3. Articulation: Contemporary Design and Sustainable Market.

Extraction: In this initial stage, terminological units and their primary cultural meaning maps
are identified. Methodologically, the process mandates a rigorous source criticism. In line with this, the
corpus of Studenetskaya (1989), which forms the main pillar of North Caucasian clothing culture, along
with the works of authorities such as Kuznetsova (1982) and Bittirova (2008), are filtered. The core
maneuver here is the clarification of the boundaries between the etic perspective, which is the description
of an external observer, and the emic approach, which reflects the cultures internal logic and naming.

Transformation: At this stage, the extracted abstract cultural meanings and signs are translated
into tangible design criteria (silhouette, pattern structure, material properties, color palette, and textile
surface texture). In terms of semiotics, a transition from the semantic level to the
syntactic/morphological level is provided. Traditional felt, sewing, and embroidery techniques are
adapted into the contemporary design language by combining with modern production technologies.

Articulation: The newly transformed codes are integrated into the current socio-cultural context
and target audience perception. This stage prevents the design from being a mere copy of the past,
making the product a functional, aesthetic, and sustainable element within the contemporary fashion
system.
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Analysis
Terminology as a Structured Memory Carrier: The Case of Karachay-Malkar Attire

Morphological and semiotic analyses reveal that the Karachay-Malkar terminology of attire is
not merely a neutral list of designations; rather, each term functions as a focal point of condensation
within the cultural realm of meaning. This state of affairs can be exemplified through material culture
objects as follows:

The term hazir, derived from the Turkic root word hazir (ready), denotes the cylindrical chest
pocket compartments of the ¢epken-locally referred to as cherkeska in the morphology of Karachay-
Malkar (Balkar) apparel. Bittirova (2008: 61) notes that into these small compartments were inserted
measured tubes made of wood, bone, or silver, which contained ready-to-use gunpowder and bullets.
With the widespread adoption of rifled firearms (bespatlar), the hazirs lost their functional and military
utility; nevertheless, they persisted as visual markers of social status and warrior masculine identity
(Studenetskaya, 1989).

77
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Figure 1: Front and Rear View of the Traditional Mens Cherkeska (Cepken) Model, Featuring a V-Neck,
Cartridge Pockets on the Chest, and Set-in Long Sleeves.

Figure 2: Traditional Model Mens Cherkeska (Cepken) Design Crafted from Off-White Gabardine Fabric with
Set-in Long Sleeves (Side View).

Figure 3: Traditional Model Mens Cloak (Camg¢i) Design Crafted from Three Pieces of Off-White Felt, with
Shoulders Cut in Right-Angled Triangles Resembling “Mount Elbrus.”

As Yeziyeva (2016: 99) asserts, in contemporary design, the form of the hazir has been reduced
to a chest pocket or a military-style ammunition pocket; its function of carrying gunpowder and bullets
has been completely erased, and the code of warrior masculine identity as well as social status embodied
by the cartridge belt has been transformed into an aesthetic pocket detail. This condition constitutes an
example of an “empty quotation” stripped of its semantic connection.

In contemporary design, the hazir form is designated as a deconstructivist jacket or a functional
vest, with the cylindrical cartridge compartments being converted into asymmetrical chest pockets.
While the hazir on the traditional ¢epken functions as a cartridge/powder holder of warrior masculine
identity and social status, in contemporary design this form is reduced to a military-chic aesthetic detail;
consequently, along with the function of carrying gunpowder and bullets, the code of valor (yigitlik) is
completely emptied of its meaning.

In the context of Jan Assmanns (2011) cultural memory theory, the hazirs serve as “external
memory objects” in which military history is materialized. By retaining their place on the ceremonial
and festive ¢epken, these objects have been transformed from communicative memory into enduring
cultural memory through the process of ritualization.

The term gebenek, which defines a hooded, seamless felt cloak, encompasses a deep military
past extending beyond textile methodology. Bittirova (2008: 61) and Battsaev (1986: 94) state that in
the Middle Ages, the structure of the gebenek was one of the vital or decisive elements in army
equipment, citing the entry in Rashid al-Din Hamadanis (14th century) Jami al-tawarikh: “The entire
army donned their felt kepeneks.” Therefore, the gebenek is not merely an output of felt craftsmanship;
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it is a spatial condensation of a military-historical narrative reaching back to Eurasian nomadic culture
and Alanian heritage.

The term baslik, derived from the Turkic word baslik (headpiece), is a functional and ceremonial
hooded cap with shoulder flaps. Bittirova (2008: 60) and Miziev (1995: 24) draw attention to the
unwavering morphological similarity of this form to the headwear morphology seen in Kuban-type
Scythian statues and ancient nomadic depictions in the Tian Shan mountains. This morphological
continuity renders the baslik object a meaningful bridge stretching between contemporary Karachay-
Malkar identity and ancient steppe heritage.

The term ¢ubur, ¢uba, found in womens attire, defines a short female garment (besmet, kolek)
featuring a front slit and skirt hems that transform into an apron-like form. Bittirova (2008: 61) and
Uarziati (1990: 115) establish that this garment bears grammatical and morphological parallels with the
cibir/cubur kuyrit (short jacket) structure in Ossetian culture, thereby documenting a deep Caucasian
ethno-cultural interaction. Within the framework of Roland Barthes’s (1983) semiotics of fashion,
traditional dress elements function at the code level as refined signifiers expressing individual social
status and gender identity; however, this circumstance entails a fundamental methodological problem in
the realm of ethno-design. Indeed, as historical forms are transposed into the contemporary fashion
system, an inevitable semantic erosion occurs.

Yeziyeva (2016) documents this attrition with concrete examples in her thesis; nevertheless,
within the same work, she has also produced an original contemporary collection through the conceptual
transmission of traditional codes. Yeziyeva demonstrates that contemporary designers who utilize the
patterns or appearances of traditional garments in a deconstructive manner sever these forms from the
socio-semiotic network behind them, thereby decontextualizing them. However, in the design
application dimension of the thesis, she has also developed an example of conceptual transmission that
overcomes this risk. Ultimately, the resulting product transcends the boundaries of cultural ambivalence
articulated by Fred Davis (1992), turning into a practice of “empty quotation” wherein cultural content
is completely drained and rendered unstransmissable.

The Dichotomy of Local and Universal Description: The Problem of Translation in Design

The most fundamental methodological rupture observed in ethno-design stems from the
epistemological divergence between a cultures internal narratives and universal descriptions constructed
through an external academic lens. While anthropological studies freeze the terminology system of attire
within its holistic cultural context, contemporary design narrative demands the universalization,
abstraction, and reduction of these data into geometric forms. As emphasized by Eicher (1995), the
Western-centric fashion terminology system falls short in conveying the unique morphological and
ceremonial nuances of non-European and local forms of dress. This inadequacy arises because the
classifications produced by Western literature are derived entirely from European costume history.

This methodological dilemma is concretely observed in the material culture data of the
Karachay-Malkars. For instance, in ethnographic sources and local memory, the term ¢epken defines a
traditional ceremonial dress worn by women, characterized by an open chest, fitted waist, gold-braid
embroidery, and a long skirt (Studenetskaya, 1989). In contemporary design narrative, however, through
a Western-centric reduction, this distinct term is relegated to the generic classification of a caftan or
dress. This situation leads to a severe loss of authenticity. Indeed, in terms of pattern structure, slit
details, corsetry (govdelik) articulation, and the placement geometry of silver chest clasps, the Karachay-
Malkar ¢epken is distinguished by clear technical differences from the Ossetian cuhha or the Circassian
(Adyghe) womens caftans.

A similar structural issue arises in the footwear terminology system. Bittirova (2008) and
Malkonduev (2001) document a highly complex and specialized nomenclature grid in the traditional
Karachay-Malkar footwear system: c¢aburla (contemporary rawhide sandal/leather shoe), ¢arikla
(rawhide sandal) (Appoev and Bittieva, 2020: 88), mesle (leather gaiters), wsimla/simbau (gaiter
ties/half-gaiters), uyukla (felt boots/valenki), and ¢urukla (leather boots). Each term dictates not merely
an object, but a specific functional and socio-economic context. For example, while the ¢arigla-made
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of rawhide with a woven leather sole-constitutes technical mountaineering gear designed to prevent
slipping on mountain slopes, the ¢aburia occupies a more civilian and settled domain of usage
(Malkonduev, 2001). When a designer fails to grasp this terminological differentiation and employs
these objects merely as visual references, decontextualization inevitably occurs.

To overcome this methodological impasse, the proposed integrative framework constructs a
translation layer-an intermediate form-designed to operate between socio-cultural observational input
and empirical product output. This layer necessitates that every traditional term and visual code undergo
not only morphological analysis, but also transformation into technical design drawings that encompass
etymological, functional-structural (pattern-cut), and ceremonial descriptions.

Cultural Codes and Design Applications: Three Strategies

An examination of applied design literature and practice reveals three fundamental
methodological strategies deployed in translating traditional cultural codes into contemporary clothing:

Mimetic Reproduction Strategy: This strategy involves the literal, museum-like reproduction of
historical forms, materials, and terminology systems. In the Karachay-Malkar context, it manifests as
the exact copying of a male ¢epken with fully equipped silver hazirs on the chest, a begmet with a silver-
embroidered belt (belibau), or a conical felt hat (kalpak). Frequently used in stage performances and
ceremonial wedding contexts (Kagiyeva, 2019), this approach is criticized on the grounds that it is
detached from fashions living ecosystem and condemns the object to a museum-like frozenness (Crane,
2000). As Bolurova (2021) rightly points out, when contemporary fashion designers replace traditional
heavy velvets with lightweight synthetic fabrics, and handcrafted gold-braid embroidery (sirma) with
rhinestones (strass stones), they completely rupture the underlying sign system of noble dignity and
prestige inherent to the attire; thus, mimesis generates an internal conceptual contradiction.

Non-Structural Abstraction Strategy: This strategy involves the free utilization of singular
formal elements (appearance, form, technique) of traditional attire, completely detached from their
native cultural meanings. Hebdige (1979) demonstrates that while this trajectory may serve as political
rebellion within subcultures, in the commercial fashion sphere it predominantly results in “cultural
appropriation/expropriation.” Presenting the silhouette of the traditional gebenek cloak as an anonymous
ethnic oversized coat on a contemporary runway-without acknowledging its underlying military and
nomadic protection sign system-or reducing the bas/tk form to a decontextualized neck accessory are
commercial outputs of this decontextualized strategy.

Transformative Transmission Strategy: This strategy entails the conscious reinterpretation of
cultural codes while preserving their mnemonic functions and documenting their structural stages of
transformation. It finds its most successful execution in the design application component of Yeziyevas
(2016) thesis work. While transferring the traditional womens headpiece (bokka) form into
contemporary design, Yeziyeva retained the objects original appearance while producing a theoretical
meta-text explaining its historical-archaeological parallels with 14th—17th century Kabardian kurgan
excavations and early Balkar Christian church frescoes (Bittirova, 2008: 61; Miziev, 1991: 53).

This approach makes the production of a meta-text imperative, requiring the designer to possess
local depth regarding the source culture and to formulate a collection manifesto that articulates the
design for the contemporary consumer.

Universal Dimensions of Interpretation: The Issue of Cultural Belonging

The question of who has the right to interpret cultural heritage objects, on what grounds, and
through what methods constitutes one of the most fraught domains of debate within the sociology of
fashion. Consuming the terminological and morphological codes of traditional attire without
comprehending its structural function triggers the risk of post-colonial semantic oppression within the
framework of Stuart Halls (1997: 15) theory of politics of representation. In the case of Karachay-Malkar
material culture, this risk settles on an exceptionally sensitive ethical plane due to the tragic exile
(deportation) the population endured on November 2, 1943 (Karachay Turks) and March 8, 1944
(Balkar/Malkar Turks), as well as their subsequent struggle for identity survival.
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The deportation of the Karachay-Malkar people between November 2, 1943, and March 8, 1944,
was not merely a physical displacement, but also a systematic destruction of cultural memory. In their
study based on Kyrgyz archival documents, Adobasheva, Uslu, and Giirbiiz (2026) document that most
of the deportees were forced onto the journey without even proper footwear or warm clothing, enduring
a struggle for survival in special settlement zones under the control of the Peoples Commissariat for
Internal Affairs (NKVD). As Karaketov (2026) emphasizes, the deportation process severely disrupted
the study of the Karachay-Malkar historical and cultural heritage; upon their return fourteen years later
in 1956, numerous cultural heritage sites were found destroyed, and a significant portion of their
intangible culture was lost. In the context of this traumatic past, traditional attire is not a simple object
of aesthetic beauty; rather, it represents the concrete property of collective memory and distilled
intergenerational labor, woven through marriage, betrothal, initiation ceremonies, and social norms
(Ozden Adet-traditional customary law) (Bolurova, 2021; Yeziyeva, 2016).

On the other hand, sealing off these forms from contemporary design through absolute
protectionism excludes objects from living culture, condemning them to cultural isolation and oblivion.
To overcome this impasse, the proposed conceptual transmission framework posits the principle of
cultural reciprocity as an indispensable ethical criterion. While deriving aesthetic utility from traditional
forms, the designer is simultaneously obliged to articulate the context, history, and nomenclature
(terminology system) of those forms to the global fashion public. Specifically regarding Karachay-
Malkar material, this ethical responsibility requires a designer who utilizes the ¢epken or camgi (jamigi)
form in a contemporary collection to declare to the world-from product tags to runway manifestos-the
inextricable links these forms share with the Alanian heritage of the North Caucasus, early Turkic
military culture, and highland social life.

“Empty Quotation” Practices in the Global Fashion Sphere: Concrete Case Studies

In order to demonstrate how the concepts of “empty quotation” and “semantic attrition”-
discussed above on a theoretical plane-manifest in concrete forms within the global fashion sphere, the
transfer processes of traditional Caucasian dress forms-specifically the Karachay-Malkar (Balkar)
¢epken, hazir pocket arrangements, burka (camgci), and fur caps (bork)-into contemporary design
applications are examined through concrete case studies. The designers and brands addressed in this
section constitute typical examples of the Non-Structural Abstraction Strategy on a global scale. Within
the frameworks of Stuart Halls politics of representation and Roland Barthess theory of mythologies,
the processes by which these forms are severed from their original ethno-cultural contexts and
transformed into aestheticized, alienated, and commercialized signifiers will be analyzed.

The origins of the forms featured in the collections of these designers-comprising camgr and felt
cloaks (modernized renditions of Caucasian male outerwear), forms inspired by Caucasian headwear,
astrakhan furs, womens chest ornaments (tiiyme), and sharp haute couture designs with broad-
shouldered silhouettes inspired by the Aazir cartridges on the chest of the male ¢epken-bear witness to a
deep and multi-layered dialogue between the tangible material culture of the Caucasus and the global
fashion domain. In this context, the study relies on visual materials compiled from the collections of
Ulyana Sergeenko, Alexander Arutyunov, David Koma, Veronika Basharatyan, Chanel, John Galliano,
and the A la Russe Fashion House presented below. Furthermore, to substantiate the visual relationship
these forms establish with their original ethno-cultural contexts in the collections, only a limited number
of drawings and photographs from M. Yeziyevas thesis are included. This selective visual choice stems
from the fact that comprehensive information regarding the original contexts of the ethno-cultural forms
in question is thoroughly articulated in M. Yeziyevas thesis. Consequently, researchers and readers
desiring an in-depth examination of these forms in terms of material culture and usage practices may
refer to the cited thesis to access a more extensive analysis.

Case Study 1: “Caucasian Exotic Elements” in A La Russe and Western Fashion Houses

The A la Russe Brand: Founded by Anastasia Romantsova in 2010, the A la Russe brand
emphasizes the beauty and history of Russian culture through rich colors, classic silhouettes, and
traditional patterns (Fashion We Like, n.d.). Although Caucasian motifs are encountered in the brands
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collections, these motifs are presented as an integral part of Russian culture, thereby glossing over the
distinctive cultural identities of the Caucasian peoples.

= I

Figures 4-11: A LA RUSSE / Anastasia Romantsova Fall/Winter 2010/11; 2015/16; 2016/17; 2017/18; Season
2013/14; Haute Couture Collection. The reconstruction of structural elements belonging to Caucasian attire
culture within the context of luxury fashion.

Case Study 2: Alexander Arutyunov-A Georgian-Armenian Designer and the Dilemma of
Local Representation

Alexander Arutyunov (b. Thbilisi, Georgia) is a fashion designer of Georgian-Armenian descent
who established his eponymous brand in Moscow in 2011 (Grokipedia, n.d.; Buro 24/7, 2013).
Arutyunovs collections featuring Caucasian references are structured as follows:

a) 2011 “Georgian Dancers” Collection: This collection represents Arutyunovs initial approach
to Caucasian themes, predating Sergeenkos 2012 cherkeska collection. The collection is notable for
forms inspired by traditional Georgian dance costume, embroidered jackets, and the rich use of
complementary accessories (Grokipedia, n.d.).

b) 2013 “Parajanov” Collection: Inspired by the visual universe of the celebrated Armenian film
director Sergei Parajanov (1924-1990), this collection incorporates the mythological and folkloric
imagery of the Caucasus (Buro 24/7, 2013).

Arutyunovs status constitutes an important case wherein the concept of “empty quotation” is
put to the test. On one hand, by virtue of his Georgian-Armenian heritage, the designer can be considered
native to Caucasian culture; on the other hand, the fact that his collections are produced in Moscow,
showcased according to the rules of the international fashion domain, and adopted by the Russian elite
complicates this sense of belonging. Following Arutyunovs collections, the copying of hazir (cartridge)
details by numerous small workshops and brands across Moscow and the Caucasus led to the mass
commercialization of the original cultural form. This process bears clear parallels to Walter Benjamins
(1968) theory of mechanical reproduction: the original aura (6z) dissolves, and the form is reduced to
merely a superficial stylistic code.

Figure 12-14: Alexander Arutyunov Autumn/Winter 2013-14; Spring/Summer 2014.
Case Analysis 3: “Caucasian Exotic Elements” in the Chanel Fashion Collection

Chanel “Paris-Moscou” Pre-Fall 2009 Collection: Under the creative direction of Karl
Lagerfeld, Chanel explored the Paris—Moscow theme in its Pre-Fall 2009 collection (Vogue, 2008;
WWD, 2008). The collection featured onion-dome heels (referencing Russian onion domes), astrakhan
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fur details (alluding to the fur culture of the Caucasus and Central Asia), gold-embroidered caftan
silhouettes (reflecting the Caucasian influence on the Russian elite), Cossack boots, and military fur hats
(evoking the military aesthetics of Imperial Russia). Lagerfeld stated that he synthesized three distinct
Russian themes in this collection: Imperial Russia (ranging from Catherine the Great to Fabergé),
Constructivism, and Russian folklore (WWD, 2008). However, rather than acknowledging the distinct
cultural identity of the Caucasus, this synthesis positions it as the “Other” of the Russian Empire.
Caucasian forms were presented as an exotic curiosity (unconventional allure) of the Russian elite,
thereby rendering the historical and cultural memory of the Caucasian peoples invisible.

wyi 7
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Figure 15-19: Chanel. Paris-Moscou Pre-Fall 2008. Vogue Runway, December 5, 2008.

Case Analysis 4: David Koma-A Georgian-Born Designer and the Translation of the
“Chokha” to London Fashion Week

Georgian-born, London-based fashion designer David Koma (Davit Komakhidze, b. 1989,
Thilisi) explicitly incorporated Caucasian references in his Autumn/Winter 2017 ready-to-wear
collection (Vogue, 2017; W Magazine, 2016; 5Eleven Magazine, 2024). Although Komas previous
works lacked overt references to his ethnic origins, this collection directly alluded to Georgian culture
for the first time.

As the conceptual departure point for the collection, Koma cited the chokha (traditional male
military attire) and the Georgian national dance, Kartuli. The designs featured the following elements:
1. Feathered llama collars and hems: A reinterpretation of the characteristic fur details of the chokha; 2.
Crocheted-lined twists and acrylic grids: An abstraction of the cartridge belts worn by men in chokha;
3. Deep V-neck vest tops and slash-shouldered jackets: The translation of masculine aesthetics into
feminine silhouettes; 4. Military camouflage patterns: A contemporary re-systematization of the military
attire reference (Vogue, 2017).

Komas collection was evaluated by Vogue under the headline “Georgia on his mind,” noting
that the collection would appeal to his admirers regardless of whether they could dance the Kartuli
(Vogue, 2017). This statement serves as one of the clearest examples of “empty citation”: the original
context of the cultural form (the ceremonial meaning of the Kartuli dance and the symbolic association
of the chokha with masculinity and martial prowess) is entirely disregarded, reducing the form to a mere
aesthetic gesture.

-
Figure 20-22: Vogue. (2017). David Koma Fall 2017 Ready-to-Wear Collection.
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Case Analysis 5: “Caucasian Exotic Elements” in the John Galliano Fashion Collection

John Galliano Autumn/Winter 2012 Collection: In the Autumn/Winter 2012 collection (the Bill
Gaytten era), John Galliano referenced historical attires through the figure of an “heiress of exclusivity”
(Vogue, 2012). The collection featured equestrian jackets, capes, and Art Nouveau influences.
Furthermore, in several of his collections, Galliano drew heavily on Russian, Balkan, Circassian, Central
Asian, and Caucasian traditional clothing; however, these motifs were dissolved within his overarching
historical eclecticism, failing to retain any specific ethno-cultural significance.

Figure 23-25: The overall theatrical and dramatic elements of John Gallianos Autumn/Winter 2010-2011
Collection provide critical data regarding an era in the early 21st-century fashion industry when the role of the
“creative director” converged with the identity of an artist.

Case Analysis 6: Ulyana Sergeenko-The Translation of Caucasian Motifs into Haute
Couture

Russian fashion designer Ulyana Sergeenko (b. 1981, Ust-Kamenogorsk) founded her
eponymous haute couture brand in 2011. A former photographer and fashion editor (publisher),
Sergeenko has developed an aesthetic vision grounded in Russian elite culture and Soviet nostalgia.
Caucasian references manifest most prominently across two distinct periods in the designers collections
(Vogue, 2012; WWD, 2012; Vogue, 2015).

a) Autumn/Winter 2012 Haute Couture Collection: In this collection, Sergeenko adapted the
most distinctive features of the chokha (pre-arranged cartridge pockets/slots), karakul (astrakhan)
outerwear silhouettes, caftan tailoring (characterized by specific collar and slit details), and stylized
breast ornamentations (tuyme) into haute couture garments. Worn by Natalia Vodianova during the
brands Paris debut runway show, these designs resonated widely among Russian and Hollywood elites
(Vogue, 2012; WWD, 2012).

Figure 26-27: Source: Sergeenko, U. (2012). Autumn/Winter Haute Couture Collection.

b) Autumn/Winter 2015 Haute Couture Collection: Sergeenko revisited the chokha theme in
2015, this time incorporating the silhouette of the traditional felt cloak (burka / jamchi) into the

www.turkishstudies.net/language



2368 Mariyam Yeziyeva

collection. This second approach further abstracted the forms from the initial collection, repositioning
Caucasian references as part of an aesthetic vision centered on “Russian exotica” (Vogue, 2015).

Sergeenkos practice serves as a quintessential example of an “empty quotation” (i¢i bos alinti).
The relationship between the original ethno-cultural context and the recontextualized framework within
the fashion industry is summarized in Table 3:

Figure 28-31: Ulyana Sergeenko Spring 2015 Couture (Spring 2015 Haute Couture).

A combination featuring a crop top with velvet details paired with high-waisted trousers.

Table 3: The Mechanics of “Empty Quotation” in Ulyana Sergeenko Collections

No Original Ethno-Cultural Context Recontextualized Framework in the Fashion
Industry

1 | Hazir Pockets (Cartridge Slots): Practical applicability | Used as a decorative stitching detail; stripped of
for the warrior male to carry ammunition and ritualistic | functionality
rite of passage into masculinity

2 | Chokha (Cherkeska / Chepken): Marker of community | An element of the “Russian exotica” aesthetic;
identity and social status; preparedness for warfare nostalgia for exclusivity

3 | Jamchi (Burka): Felt cloak of the Caucasian male; | Aestheticized accessory; detached from its
rural life, protection against climate, and ritualistic | original meaning, gender code disregarded
masculinity (birth, death, friendship)

4 Karakul (Astrakhan): Local economy and pastoral Used as a luxury material; geographic origins
livestock culture of the Caucasus erased

In this transmission, the tradition of emulating the culture of the “Other”-which originated with
19th-century Russian officers wearing the cherkeska (chepken)-is reversed in the contemporary realm
of postmodern fashion: Caucasian forms are now aestheticized as the “Other” by the Russian/European
fashion sphere; however, the voice, history, and cultural memory of this “Other” are systematically
excluded.

Case Analysis 7: Veronika Basharatyan-Designer of Balkar-Armenian Descent and the
“Balkaria” Collection

Veronika Basharatyan, a fashion designer of Balkar-Armenian descent, presented her collection
titled “Balkaria” at Moscow Fashion Week during the 2012-2013 season (Models.com, n.d.). By
preserving the silhouette, color palette, and aesthetic codes of traditional Balkar womenswear and
translating them into a contemporary fashion context, the collection can be evaluated as a design practice
that contributes to the sustainability of cultural memory, rather than merely utilizing ethnic elements as
decorative motifs.
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Although the inclusion of Caucasian patterns and embroidery sparked debate in certain circles,
Basharatyan clarified that all the embroidery and sleeve ornamentations were handcrafted by fashion
designer Madina Khatsukova, who specializes in recreating Caucasian costumes. Notably, the designs
worn by artist Aidan Salakhova and an authentic chest ornament (tuyme) worn by Basharatyan herself
drew significant attention. It is indicated that this tuyme may have been borrowed from the Museum of
the Kabardino-Balkar Republic.

Basharatyans collection can be viewed as a practice opposed to “empty quotation.” This is
substantiated by three key factors:

1. The use of craftsmanship and traditional techniques (Khatsukovas hand-embroidery)
establishes a bridge to the original context of production;

2. Dialogue with museum artifacts (the use of an authentic tuyme) demonstrates that the
collection directly engages with traditional objects;

3. The expression of Karachay-Balkar/Balkar identity-stemming from the designers own ethnic
heritage-implies that the form is reproduced not through an outsiders gaze, but through an insider’s lived
experience.

However, the presentation of the collection at Moscow Fashion Week and its evaluation under
the conventions of the international fashion field suggest that this claim to locality is ultimately
subsumed within the logic of the global fashion market.

Figure 32-37: Veronika Basharatyan Spring/Summer Collection 2012/13.

Comparative Analysis: The Spectrum of “Empty Quotation”

The case analyses examined above demonstrate that “empty quotation” operates along a
spectrum (Table 2). At one end of this spectrum lie practices that entirely erase the original ethno-
cultural context, reducing the form to a merely aesthetic signifier (Sergeenko, Chanel, Galliano); at the
other end are practices that attempt to preserve the original context through traditional techniques, local
artisans, and museum artifacts (Basharatyan). However, the structural logic of the global fashion field
operates as a force that pulls this entire spectrum toward “empty quotation.”

Table 4: The Spectrum of “Empty Quotation” of Caucasian Forms in Global Fashion

No | Designer/Brand | Ethnic Collection(s) Preservation of Original | Position Within
Origin Context the Global

Fashion Field
1 A la Russe Russian Various years None-Assimilation  into | Moscow/ London

Russian culture

2 Alexander Georgian- 2011, 2013 Partial-Folklore reference | Moscow Fashion
Arutyunov Armenian Week
3 Chanel French 2009  Pre-Fall | None-Exoticism of the | Paris Pre-Fall
“Paris-Moscou” | Russian Empire
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4 David Koma Georgian 2017 Partial-Personal narrative | London Fashion
Autumn/Winter Week

5 John Galliano British 2012 Autumn | None-Historical Paris Fashion
eclecticism Week

6 Ulyana Russian 2012, 2015 | None-Complete Paris Haute

Sergeenko Haute Couture aestheticization Couture

7 Veronika Balkar- 2012-2013 High-Craftsmanship, Moscow Fashion

Basharatyan Armenian “Balkaria” museum artifacts Week

These case analyses demonstrate how traditional Caucasian clothing forms are systematically
detached from their original ethno-cultural contexts, aestheticized, and commercialized within the global
fashion field. The mechanism of “empty quotation” operates through the following dimensions:

a. De-functionalization: Loss of Aura and Simulation

The loss of the ammunition-carrying function of the hazir pockets and the erasure of the
cherkeska (chepken) as a garment of warfare directly align with Walter Benjamin’s (1968)
conceptualization of the “work of art in the age of mechanical reproduction.” When embedded within
authentic cultural practices, original forms possess an aura-a sense of uniqueness and inviolability tied
to a specific time and space. The transposition of these forms into the fashion realm constitutes a process
where, in Benjaminian terms, the cult value of the object is converted into exhibition value. Through the
lens of Jean Baudrillard’s (1994:12) theory of simulation, these forms become hyperreal signs stripped
of their original referents-namely, their functional purpose as ammunition slots or battle attire. They are
transported to a plane of simulation where the signifier is severed from the signified, and the copy
replaces the original.

b. Reduction from the Ritualistic to the Aesthetic: Myth and Pastiche

The reduction of the ritualistic meaning of the Kartuli dance to the visual effect of a collection
can be explicated through Roland Barthes’ theory of myth. According to Barthes, mythology naturalizes
historical and cultural reality by turning a primary semiotic system (signifier/signified) into the signifier
of a secondary mythic system. While the Kartuli dance is signified within Georgian social memory as a
practice of specific ritual, gender roles, and collective memory, the fashion field reduces this signifier
to an abstract signified, such as exotic movement or visual dramatization. This process also resonates
with Fredric Jameson’s (1991:16) concept of pastiche: Jameson emphasizes that pastiche must not be
confused with parody, as the original meaning against which parody maintains a satirical distance no
longer exists in pastiche. The utilization of the Kartuli dance on fashion runways is precisely pastiche
in this sense; it is a fragmented aesthetic practice where superficial styles lacking original ritualistic
meaning are randomly assembled.

c. Geographic and Historical Obscuration: Politics of Representation and Mythological
Naturalization

The transformation of the Caucasus into a generic ethnic or exotic signifier, rather than a specific
geography, history, and political experience, opens a critical reading through Stuart Hall’s “politics of
representation.” For Hall, representations are not reflective but constitutive practices; the power that
represents the “Other” simultaneously holds the right to define and limit it. The obscuration of the
Caucasus as an “exotic East” within the fashion field represents, as Hall highlights, the uprooting of the
represented subject from its own voice and narrative, rebuilding it through the gaze of the dominant
power. This obscuration intersects once more with Barthes’ theory of myth: the historical and
geographical specificity of the Caucasus is reduced, through mythological naturalization, to a timeless
display of ethnicity compiled from everywhere and nowhere.

d. Re-establishment of Ownership: Symbolic Power
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The construction of ownership by the global fashion field and its consumers-supplanting the
original proprietors of these forms (Karachay-Balkars, Circassians, Georgians, etc.)-can be most
strongly linked to Pierre Bourdieu’s concept of symbolic power. According to Bourdieu, symbolic
power is the most effective form of power because those subjected to it fail to perceive its application,
often accepting this representation as beneficial to themselves. The cultural heritage of the Caucasian
peoples is reproduced through the language of the global fashion field, detached from their own voices
and narratives. This reproduction renders the cultural capital of the original owners invisible while
simultaneously exploiting the economic value of this capital for the global market. Bourdieu’s (1991:51)
concepts of cultural capital and symbolic power demonstrate how the fashion field appropriates
Caucasian forms through a practice of re-nomination and re-possession.

Ultimately, these case analyses demonstrate that “empty quotation” is not merely a stylistic
preference, but a structural feature of the global fashion field. On Jean Baudrillard’s plane of simulation,
forms stripped of Benjamin’s sacred aura are assembled through Jameson’s logic of pastiche and
presented as natural and universal aesthetic signs via Barthes’ mythological naturalization.
Concurrently, Hall’s politics of representation and Bourdieu’s symbolic power expose how this process
operates within the matrix of identity, power, and economic exploitation. The preservation and
transmission of cultural codes within the traditional clothing terminology of the Karachay-Balkar Turks
can only remain possible outside this field-specific logic, through local communities’ active practices
of keeping their own ethno-cultural memory alive.

Conclusion
Theoretical Contribution

This research provides three fundamental theoretical contributions to the literature on apparel
studies and ethnic design resources:

First, an integrated and complementary conceptual framework-combining cultural memory
theory (Assmann, 2011), fashion semiotics (Barthes, 1983), and the duality of cultural codes theory
(Davis, 1992)-is proposed to examine the traditional Karachay-Balkar clothing terminology system on
an analytical plane. This framework bridges the long-standing artificial methodological divide between
anthropological/sociological descriptive accounts (Kuznetsova, 1982; Studenetskaya, 1989; Bittirova,
2008) and empirical fashion design practices.

Second, the “Three-Stage Translation Model” (Extraction—Transformation—Articulation) has
been developed to structure the complex semiotic processes involved in converting intangible cultural
heritage elements into contemporary garments. This model provides a universal methodological toolkit
that allows for a non-structuralist and reflexive reinterpretation of cultural codes within contemporary
design discourse.

Third, the conceptual tools of “semantic erosion” and “empty quotation” have been introduced
to the literature to elucidate the decontextualization mechanisms driven by globalization and the
commercial fashion field. These concepts enable a critical problematization of the processes of
detachment, through which traditional forms are severed from their mnemonic roots and reduced to mere
objects of visual ornamentation.

Practical Contribution

In terms of applied design and field applications, this study articulates a concrete methodology
for a culturally-responsible design approach. Yeziyeva’s (2016) thesis serves as the first empirically
validated implementation of this methodology. The workflow-spanning from the morphological
classification of 571 catalog elements to the creation of an original collection-demonstrates how the
concept of the translation layer operates in practice.

The modular structuring of a translation layer, which acts as a bridge between the local
terminology system (chepken, gebenek, bashlyk, chubur, hazir, jamchi) and the universal criteria of
contemporary design (appearance, texture, form, pattern structure), enables designers to manage cultural
codes in a conscious and nuanced manner, avoiding superficial imitations.
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The proposed three-stage translation model and reflexive translation protocol (method) possess
the qualities required for integration into the curricula of higher education textile and fashion design
programs (including STEAM and Al-based design modules) as critical reflective and design tools.

Limitations and Directions for Future Research

This research is subject to certain methodological limitations. At this stage, the proposed
integrative conceptual framework remains predominantly theoretical and morphological; thus, it
requires broader empirical validation through experiential collection applications and case studies
conducted by various designers working with Karachay-Balkar intangible cultural heritage.
Furthermore, the analyses are primarily focused on the terminological and socio-semiotic dimensions,
leaving the technical intricacies of traditional craft techniques (felting, leatherworking, traditional
weaving mechanisms) regarding pattern-production dynamics for subsequent stages.

Accordingly, future research is recommended to focus on the following four key axes:

1. Experimental Design Applications: Conducting empirical design implementations and case
studies to test the operational viability of the developed three-stage translation model on Karachay-
Balkar material culture data.

2. Digital Ethnic-Design Archives: Developing semantically tagged digital ethnic-design
archives that encompass etymological, functional, pattern-based, and ritualistic connotations, as well as
visual references of the terminology system belonging to traditional clothing culture.

3. Semiotic Reception Studies: Examining the levels of semiotic reception among target
audiences and global consumers regarding contemporary design products whose historical codes have
been transformed through the reflexive translation protocol.

4. Ethical Design Protocols and Cultural Reciprocity: Developing international protocols for
ethical design and cultural reciprocity that safeguard the rights of local communities, preventing the
ethical violation of North Caucasian intangible cultural heritage elements within the global fashion field.

Endnotes

(1) The cherkeska (chuha, choha, chukha) is an outer garment traditional to the Caucasian
peoples. Although its daily usage has virtually disappeared today, it maintains its role as ceremonial
attire for weddings, festivals, and formal occasions. In the Karachay-Balkar dialect, it is referred to as
chepken.

(2) The Alans and Ases are the ancestors of the Balkars and Karachays. Like the Hun-Bulgar
groups, the Alan-Ases are ethnic descendants of the Scythian-Sarmatian populations. Known in written
sources as both Alans (as they called themselves) and Ases, they are documented in the North Caucasus
starting from the early centuries AD. However, their primary settlement in the region began in the 4th
century. Between the 4th and 7th centuries, they played no distinct political role in the region, which
was dominated by Hun-Bulgar and Khazar confederations. Only after the total collapse of the Khazar
Khaganate in the mid-9th century did more favorable conditions arise for the Alans, emerging as the
dominant power in the North Caucasus and playing an active role in the international relations of
Byzantium, the Caucasus, and Southern Russia (I.M. Miziev, History of the Karachay-Balkar People
from Ancient Times to the Accession to Russia).

(3) Chuba-A leather corset worn by Karachay-Balkar women.
(4) Camgi (Jamigr)-Used as jamigi in the Balkar dialect.

(5) Burka (Avar: burtina; Adyghe: klaklo; Azerbaijani: yapinci; Armenian: aycenakach;
Georgian: nabadi; Ingush: ferta; Kabardian-Circassian: shchlaklue; Karachay-Balkar: camg¢i / jamigi;
Lak: varsi; Lezgin: barkyar / yapunzhi; Kumyk: yame1; Ossetian: nymaet, nimaet; Chechen: verta) is a
sleeveless cloak made of felted sheep’s wool, typically white, black, or brown.
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(6) Tiiyme-Chest ornament / breastplate; a component of traditional womenswear among the
mountain women of the Northwestern and Central Caucasus, originating from the garment known as the
kaftanchik (small kaftan).

(7) Tuhtiiy-(In the Karachay-Balkar language) A small, round, ball-shaped button crafted from
braid, gold, or silver thread. Used to fasten collar and sleeve cuffs on men’s shirts and cherkeska collars,
as well as collar and sleeve cuffs on women’s chepken.

(8) Natalia Vodianova (b. February 28, 1982, Nizhny Novgorod, USSR) is a Russian model,
philanthropist, entrepreneur, and public speaker. She is widely known for her rags-to-riches life story
and her eight-season, seven-figure contract with Calvin Klein.

(9) Aidan Salakhova (Azerbaijani: Aydan Tair qiz1 Salahova; b. March 25, 1964) is a Soviet
and Russian artist, gallerist, and public activist of Azerbaijani origin. She founded the Aidan Gallery in
Moscow in 1992. Salakhova’s works are represented in major public and private collections, including
the State Tretyakov Gallery, the Moscow Museum of Modern Art, the Ekaterina Cultural Foundation,
the Francois Pinault Foundation, Tate Modern, and the Boghossian Foundation, as well as private
collections of I. Khalilov, the Matan Uziel family, P. K. Broshe, T. Novikov, V. Nekrasov, and V.
Bondarenko.

(10) STEAM is an interdisciplinary approach to education and creation that integrates five core
disciplines. The acronym stands for: Science, Technology, Engineering, Arts (Art/Design), and
Mathematics.
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Karacay-Malkar (Balkar) Tiirklerinin Geleneksel Giyim Terminolojisindeki Kiiltiirel Kodlar:
Etnokiiltiirel Bellek ve Moda Tasarimi Baglaminda Bir inceleme

Giris
Sorun Durumu ve Arastirma Boslugu

Rusya Federasyonu biinyesinde yer alan 21 Cumbhuriyet, farkli etnik topluluklarin tarihsel ve
kiiltiirel mirasim1 koruyan onemli idari yapilardir. Karagay-Malkar geleneksel giyim kiiltiiriiniin
arastirilmasi agisindan 6zellikle Kabardino-Balkar Cumhuriyeti ile Karacay-Cerkes Cumhuriyeti 6ne
cikmaktadir. Bu iki Cumhuriyet, Kuzey Kafkasya’nin ¢okkiiltiirlii yapisi icerisinde Karagay-Malkar
halkinin geleneksel yasam bi¢imini, giyim kusamini, dokuma tekniklerini ve siisleme sanatini giiniimiize
kadar yasatabilen baslica kiiltiirel merkezlerdir. Rusya Federasyonu’nun ulusal Cumhuriyetleri biiyiik
Olciide Kuzey Kafkasya, Ural Havzasi, Volga-Ural bolgesi ve Sibirya gibi genis cografi alanlarda
konumlanmaktadir. Bu bolgeler tarih boyunca altin, giimiig, bakir, demir ve ¢esitli degerli taglar
bakimindan zengin dogal kaynaklara sahip olmus; s6z konusu madenler yalnizca ekonomik yasami
degil, metal isciligi, kuyumculuk ve geleneksel el sanatlarinin gelisimini de desteklemistir. Ozellikle
Kuzey Kafkasya halklarinin geleneksel giyim kiiltlirinde kemer tokalari, glimiis islemeli siislemeler,
takilar ve metal donatilar (aksesuarlar) estetik oldugu kadar toplumsal konum ve kiiltiirel kimligin de
gostergeleri olarak kullanilmistir. Bu nedenle Karagay-Malkar giyim kiiltiirii, yalnizca etnik kimligi
yansitan bir unsur degil, ayn1 zamanda yasanilan cografyanin dogal kaynaklari, zanaat gelenekleri ve
kiiltiirel etkilesimleriyle sekillenen ¢ok katmanli bir kiiltiirel mirasin pargasi olarak degerlendirilebilir.

Alanlar ve Aslar-Balkarlar’la Karagaylar’in atalaridir. Hun-Bulgar topluluklar: gibi, Alan-Aslar
da Iskit-Sarmat topluluklarinin etnik torunlaridir. Alanlar, kendilerini bdyle adlandirdiklar1 gibi, bazi
yazili kaynaklarda Aslar olarak da anilirlar ve Kuzey Kafkasya’da M.S. ilk yiizyillardan itibaren
bilinirler. Ancak burada asil yerlesimleri 4. yiizyilda baglamistir. Fakat 4-7. ylizyillarda, Hun-Bulgar ve
Hazar topluluklarinin egemen oldugu bolgede 6zel bir siyasi rol oynamamiglardir.

Sadece Hazar Kaganligi’nin tamamen yikilmasinin ardindan, 9. yiizyilin ortalarinda Alanlar igin
daha elverisli kosullar dogar ve tarih sahnesinde Kuzey Kafkasya’da baskin gii¢ olarak ortaya ¢ikarlar,
Bizans, Kafkasya ve Giiney Rusya’nin uluslararasi iliskilerinde aktif rol oynamaya baslarlar (I.M.
Miziev, Istoriya Karachayevo-Balkarskogo naroda s drevneyshikh vremen do prisoyedineniya k Rossii).

Karacay-Malkar erkek geleneksel giyim kusaminin temel unsurlari arasinda ¢epken (yakasiz
yiin palto; Rus dilinde ¢erkeska’ olarak da bilinir) ve altina giyilen besmet (Karagay-Malkarcada koylek)
yer alir. Bu giysi bigimleri, Kafkasya’nin genelinde yaygin olan askeri ve soylu giyim geleneginin bir
parcasidir ve giyen kiginin yasi, meslegini ve hatta toplumsal konumunu yansitan renk, uzunluk ve
siisleme farkliliklarina sahiptir. Kafkasya genel tipi ¢epken’lerde, etek kismi belde toplanir ve glimiis
parcalarla siislenmis siyah deri bir kemerle kusanilir; kemer tokasi ates yakmak i¢in bir gakmak islevi
goriir (Yeziyeva, 2016). Ayrica, giyimin ayrilmaz bir parcasi olarak kama, gogiis kismindaki fiseklikler
(hazir) ve bashik (baslikla birlikte muhar bork (kalpak)) bulunur. Kadin giyiminde ise giimiis kemerler
(kyamar), orgiilii sag stisleri ve giimiis islemeli takilar 6ne ¢ikar. Condra’nin derledigi Encyclopedia of
National Dress’te (Ulusal Giyim Ansiklopedisi) (2013: 635) Rusya Federasyonu’nda yasayan Karacay-
Malkar halkinin geleneksel giyim kusamlari, bu bolgesel ve etnik ¢esitliligin bir parcasi olarak ele
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alinmakta; giysi bigimlerinin hem islevsel (sert iklim kosullarina, dagli kiiltiirii ve atli yasama uygunluk)
hem de simgesel (toplumsal konum ve etnik kimlik) islevleri vurgulanmaktadir.

Bu tarihsel ve Kkiiltiirel birikim, giiniimiiz tekstii ve moda calismalarinda yeniden
yorumlanmaktadir. Cagdas tekstil ve moda alani, kiiltiirel miras ile kurdugu kuramsal bagi
derinlestirirken, kiiresellesen liretim siiregleri ve giderek standartlasan tiiketim aligkanliklarina karst
yerel kimlikleri 6ne cikaran tasarim yaklasimlarina yonelmektedir. Bu dogrultuda geleneksel giysi
bicimleri, motifler, malzemeler ve zanaat teknikleri; yalnizca gecmisi temsil eden kiiltiirel unsurlar
olmayip, ayni zamanda siirdiiriilebilir, 6zgilin ve yenilikgi moda tasarimlarini destekleyen yaratici
kaynaklar olarak degerlendirilmektedir (Crane, 2000; Niiniméki, 2018). Crane (2000), modanin
toplumsal konum, sinif ve kimlik olusturma siireclerindeki roliinii vurgulayarak, geleneksel giyim
kusam unsurlarinin ¢agdas baglamda nasil anlam kazandigini agiklamaktadir. Benzer sekilde, Niiniméki
(2018), stirdiiriilebilir moda ve dongiisel ekonomi gercevesinde yerel zanaat geleneklerinin kiiresel
moda diizenine entegrasyonunu hem cevresel hem de kiiltiirel siirdiiriilebilirlik acisindan degerli bir
olanak olarak ele almaktadir.

Ancak bu yeniden iiretim siireci, kaynak kiiltiiriin 6zgilin kodlarinin anlam degisimine ugramasi
tehlikesini beraberinde getirmektedir. Geleneksel giyim kusam unsurlarinin cagdas moda tasarimlarina
aktarilmasi sirasinda, tasarimcilarin keyfi yorumlari, 6zgiin nesnelerin i¢sel anlaminin degismesine veya
kaybolmasina yol acgabilmekte; nesneler genellikle ticarilestirme amaciyla kullanilmakta ve adil kar
paylasimi olmadiginda dair tartismalara neden olabilmektedir (Sadhna et al, 2025). Bu durum,
disiplinler arasi diizlemde hem torebilimiyle ilgili hem de bilgibilimsel agmazlar yaratmaktadir. Kiiltiirel
Ogelerin tasidig1 tarihsel derinligin ¢agdas tasarim yontemlerinde dogru konumlandirilamamasi ve bu
Ogelerin sadece birer gorsel unsura indirgenerek ticarilestirilmesi, somut olmayan kiiltiirel mirasin
korunmasi agisindan ciddi bir sorun teskil etmektedir. UNESCO’nun 2003 tarihli Somut Olmayan
Kiiltiirel Mirasin Korunmasi S6zlesmesi, bu tiir uygulamalarin yasayan geleneklerin nesilden nesile
aktarimim tehlikeye attigin1 ve topluluklarin kiiltiirel kimliklerinin korunmasi i¢in 6zel koruma
yontemlerine ihtiya¢ duyuldugunu vurgulamaktadir. Moda ve tekstil alan yazininda kiiltiirel miras
iizerine yapilan giincel ¢calismalar (Sadhna et al, 2025), geleneksel tekstil teknikleri ile giyim kusam
bi¢imlerinin somut olmayan kiiltiirel miras kapsaminda degerlendirilmesi gerektigini ve bu siireclerin
etik ¢ercevelerde yiritiilmesi gerektigini savunmaktadir. Bununla birlikte, bu ¢aligsmalarin agirlikli
olarak teknolojik ve siirdiiriilebilirlik odakl: siireglere yogunlagmasi, terimler dizgesinin barindirdig
anlamsal potansiyelin ihmal edilmesine yol agmaktadir. Eicher’in (1995) de isaret ettigi lizere, giyim
kusam unsurlarin1 tamimlayan yerel terimler toplumsal konum, toplumsal cinsiyet rolleri ve torensel
islevlere dair yogun bir bilgi ag1 barindirir. Bir baska ifadeyle her bir terim, kiiltiirel bellegin biitiinlesik
birer hiicresi olarak islev goriir.

Bahsi gecen arastirma boslugu, Kuzey Kafkasya, 6zel olarak da Karagay-Malkar giyim kusam
kiiltiirli s6z konusu oldugunda daha siiregen bir yontembilimsel ¢ikmaza isaret etmektedir. Alan yazin
incelendiginde, konunun iki uclu bir yapisal kopukluk barindirdig1 goriilmektedir. ilk olarak, bélgeye
dair oldukga zengin, betimleyici bir insanbilimsel (antropolojik) ve halkbilimsel (etnografik) kiilliyat
(toplu eser) mevcuttur. Bittirova’nin (2008: 59) da vurguladigi lizere, geleneksel giyim kusam unsurlari
bir halkin tarihsel ve kiiltiirel bellek agin1 biinyesinde barindiran aktif birer bilgi alanidir. Bu dogrultuda
Kuznetsova (1982), Studenetskaya (1989), Malkonduev (2001) ve Bolurova (2021) gibi arastirmacilarin
oncii calismalar1 bulunmaktadir.

Kuznetsova (1982), Karagcay-Malkar halk sanatini inceledigi ¢calismasinda, geleneksel giyim
kusam unsurlariin sadece estetik nesneler degil, aynm1 zamanda toplumsal hafizanin somutlagmis
bigimleri oldugunu belirtmektedir. Studenetskaya (1989), 18-20. yiizyillar aras1 Kuzey Kafkasya
halklarinin giysilerini dizgesel olarak smiflandirdigi eserinde, her bir giyim kusam unsurunun
bigcimbilimsel 6zellikleriyle birlikte toplumsal-kiiltiirel islevlerini de kayda gecirmistir. Malkonduev
(2001), etnik kiiltiir baglaminda Karagay-Malkar halklarinin maddi kiiltiiriinii inceleyerek, giyim kusam
terim dizgesinin halkin tarihsel bilincinin korunmasinda oynadigi rolii vurgulamistir. Bolurova (2021:
1103) ise geleneksel giyim kusamin toplumsal farkliliklar1 ve asama diizenli yapilar1 keskin bigimde
yansittigini ortaya koyarak, bu kodlarin ¢agdas tasarima aktarimi siirecindeki riskleri belgelemistir.
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Karacay-Malkar kaynaklari incelendiginde, bahsi gecen bu kuramsal bosluk net bir sekilde
goriiniir hale gelmektedir. Yeziyeva’nin (2016) Akdeniz Universitesi’'nde tamamladigi doktora/sanatta
yeterlik tezi, bu boslugun gorgiil diizlemde nasil asilabilecegine dair dncii bir 6rnek sunmaktadir. Tez
calismasinda, 571 katalog unsurunun bigimbilimsel tasnifi yapilmis; her bir unsurun toplumsal konumu,
cinsiyet, yas ve torensel baglamlarindaki kullanimi belgelenmistir. Bu kapsamli belgeleme siireci,
terimler dizgesinin sadece dilbilgisel birer etiket degil, aym1 zamanda toplumsal hafizanin aktif
tastyicilart oldugunu gosteren birincil kanit niteligindedir. Ornegin Bittirova (2008: 61), Tiirkce kokenli
hazwr kelimesinden tlireyen Aazir teriminin, ¢erkeska (¢cepken) iizerindeki sadece dekoratif cepleri ifade
etmedigini, aksine halkin askeri ge¢misini ve toplumsal savunma uygulamalarmi biinyesinde
barindirdigini ortaya koymustur. Teknolojinin degismesiyle islevini yitiren bu nesnelerin eski (koklii)
adlandirmay1 koruyarak varligim siirdiirmesi, terimler dizgesinin yiizeysel bir gorsel ¢oziimlemeyle
ulagilamayacak derinlikte bir kiiltiirel bellek arsivi gorevini iistlendigini kanitlamaktadir.

Bu muazzam yazili miras yazili miras biiyiik oranda tarihsel bir yaklasimla sinirli kalmais,
terimleri duragan birer dilbilimsel kalint1 veya edilgen birer veri dizini olarak ele almistir. Ikinci ugta
ise moday1 yapisalci-gostergebilimsel bir dizge olarak kuramlastiran, ancak tamamen Paris-Londra-
New York moda alanin iiretim-tilketim dongiilerine odaklanan kuramsal 6rnekler yer almaktadir.
(Barthes, 1983; Davis, 1992; Hebdige, 1979). Barthes’in (1983) yapisalct bir yaklasimla kaleme aldig:
The fashion system (Moda Dizgesi) adl1 calismasi, moda dizgesini temel alan kuramsal bir ¢ergcevede
yiiksek modanin dilbilimsel kodlarini ¢ézlimlemesine karsin, geleneksel giyim kusamin bigimbilimsel
ve yapisal bicimlerini odak noktas1 disinda birakmaktadir. Davis’in (1992) kiiltiirel kodlar ¢oziimlemesi,
toplumsal tabakalagsma agisindan Amerikan sinifsal hareketliliginin giyim alanindaki yansimalarini
incelerken, kiiciik 6lgekli etnik topluluklarin kimlik olusumuna ya da tarihsel siireclerine iligkin bellek
uygulamalarint O6rnekler baglaminda dikkate almamaktadir. Eicher’in (1995) etnik giyim kusam
calismalari ise yerel terim dizgesinin evrensel moda kategorilerine direndigini gosterse de dizgesel bir
aktarim Ornegi Onermez. Ancak bu kuramsal 6rnekler, tamamen Bati merkezli tekstil ve tiikketim erki
kodlari iizerine insa edildiginden, Kuzey Kafkasya gibi kiigiik 6l¢ekli topluluklarin koklii giyim kusam
terim dizgesinde sakli olan etnik-kiiltiirel hafiza katmanlarin1 kuramsal c¢ergevesine dahil
edememektedir. Dolayisiyla, mevcut kaynaklarda iki disiplin arasinda yapisal bir ayrigsma olup;
Karagay-Malkar giyim kusam terim dizgesinin sadece dilbilimsel birer etiket degil, ayn1 zamanda etnik-
kiiltiirel bellegin etkin birer tastyicisi olarak nasil iglevsel hale geldigini ve bu anlamsal kodlarin kiiltiirel
Ozgunlik kaybina ugramadan ¢agdas giyim tasarimi yontembilimine nasil aktarilabilecegini agiklayan
biitiinsel ve ¢ézlimleyici bir kuramsal 6rnek bulunmamaktadir.

Craik (1994), moday1 beden ve kimligin sunumunu diizenleyen bir kiiltiirel teknoloji olarak
tanimlar. Ancak bu teknoloji Karacay-Malkar geleneksel giyim kusam dizgesinde uyarlandiginda,
Eicher’in (1995) de isaret ettigi yerel anlam engellerine ¢arpmaktadir. Zira geleneksel terim dizgesi,
evrensel tasarim sozliigiine dogrudan cevrilemeyen, ancak kendi 6zgiin baglami i¢inde anlam kazanan
kiiltiire 6zgii derin anlamlar icermektedir. Bu durum yontembilimsel bir ikilemi dogurur. Tasarimci,
kaynak kiiltiiriin diigiinsel ve felsefi arka planina yabancilastiginda; Karagay-Malkar geleneksel giyim
kusam unsurlarmi, egemen kiiltiiriin potasinda eritmeden akademik ve sanatsal agidan nasil
konumlandiracaktir?

Bu arastirma, Karagay-Malkar giyim kusam terimler dizgesinin rastlantisal bir adlandirma
uygulamasi olmayip, dizgesel bir kiiltiirel bellek yapisi olusturdugu varsayimindan hareket etmektedir.
Bu varsayim, Yeziyeva'nin (2016) Kuzey Kafkasya Karacay-Malkar giyim kusam tasarimlarim
belgeleyip yorumladigt kapsamli doktora/sanatta yeterlik tezinde belirlenen bulgulariyla da
desteklenmektedir. Yeziyeva, 558 sayfalilk bu doktora/sanatta yeterlilik tez c¢alismasinda, Nart
Destanlar1 ve Karacay-Malkarlilarin toplumsal yasam kurallarini anlatan Ozden Adet adh
kitaplardan arkeolojik buluntulara, miize ve 6zel aile arsivlerine kadar genis bir kaynak yelpazesini
¢Oziimleyerek, geleneksel giyim kusam unsurlarinin sadece estetik bigimler degil, ayn1 zamanda
toplumsal-kiiltiirel bellek tasiyicilari oldugunu kanmitlamistir. Tez, ayn1 zamanda bu belgesel verilerden
hareketle 6zgiin bir ¢agdas koleksiyon da liretmis; boylece kuramsal ¢6ziimleme ile uygulamali tasarim
arasinda yontembilimsel bir kdprii kurmustur. S6z konusu yapinin ¢agdas tasarima aktarilabilmesi,
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ancak t¢li bir kodlama basamak diizenini igeren kavramsal bir g¢ergevenin yapilandirilmasiyla
miimkiindiir.

Tablo 1: Etnik-kiiltiirel Kod Aktariminda Ug Katmanli Anlam Ornegi

MADDI SEVIYE ANLAMSAL SEVIYE EDIMSEL SEVIYE
(DOKU, URETIM | (TOPLUMSAL- (CAGDAS TUKETIM,
TEKNIKLERI VE TORENSEL ANLAM, MODA ANLAMI ve
BiCIM) BELLEK KODLARI) TASARIM)
_*

Tablo 1’de goriildiigii iizere, geleneksel giyim kusamdan cagdas tasarima kod aktarimi iig
katmanli bir anlam hareketine tabi tutulmaktadir. Maddi seviyedeki bi¢cim ve teknik veriler, anlamsal
seviyede toplumsal-tdrensel anlam ve bellek kodlariyla biitiinleserek, islevsel seviyede ¢cagdas moda
anlam dizgesine ve tasarim uygulamasina doniistiiriiliir. Onerilen kavramsal 6rnek, diisiinsel diizlemde
Bat1 merkezli moda gostergebilimi kaliplarimi Kuzey Kafkasya’nin somut olmayan kiiltiirel mirasi
ekseninde genisleterek kaynaklara 6zgiin bir katki saglamay1 amaglar. Uygulama boyutunda ise ¢aligma;
etnik-tasarim siireclerindeki baglamindan koparma riskini en aza indirmeyi ve kiiltiirel stirdiiriilebilirligi
giivence altina almayi hedefleyen kiiltiirel-duyarli tasarim yoOntembilimi i¢cin somut bir O6rnek
sunmaktadir.

Kaynak Coziimlemesi
Gostergebilimsel Bilim Dizgesi Olarak Geleneksel Giyim Kusam Bicim Bilgisi

Gostergebilimi, iletisim amaciyla kullanilan her tiirlii gosterge dizgesinin yapisini ve isleyisini
inceleyen bilim dalidir (TDK Soézliik, 1998: 879). Sadece kelime olarak kodlar1 degil, gorsel, nesnel
ve davranissal tiim gosterge dizgelerini de inceler. Inceledigi alanlardan biri de giysiler ve onlarin her
tirlit yapilanmasidir. Giysi bigimbilgisi ise; giysinin O6rnegi, kalibi, viicut yapisi ile baglantili
uygulanabilirligi, kullanilan kumas ve benzeri teknik unsurlari da i¢eren yapisi ile iligkili bir kavramdir.
Bir giysinin bi¢imbilgisi ile ilgili gdstergebilimsel baglaminda anlamsal a¢isindan derin iligkiler vardir.
Bu iligkiler hem geleneksel giyim kusam baglaminda hem de ¢agdas moda unsurlar1 baglaminda ele
almip degerlendirilebilir.

Roland Barthes (1983), The Fashion System adli kuramsal yapitinda, giyim unsurlari rastlantisal
bir araya gelislerden ziyade, her bir bilesenin iliskisel bir yap1 i¢inde anlam kazandig: dizgesel bir
gosterge zinciri olarak islev gordiigiinii ileri siirmektedir. Barthes’in yontembilimi ¢agdas Bat1 modasin
merkezine alsa da geleneksel giyim kusamin yapisal ¢oziimlenmesinde gii¢lii bir kuramsal zemin sunar.
Barthes’1n ortaya koydugu gostergebilimsel bakis agis1 gére, modanin yazili diizgesi, giysiyi salt maddi
bir nesne olmaktan ¢ikarip toplumsal kimlik ve aidiyet konularinda ipuglar1 vererek kiiltiirel kodlar
sunan toplumsal bir anlatma doniistiiren temel igleyistir. Bu kuramsal yaklagim geleneksel giyim kusam
siniflandirmalarina uyarlandiginda, s6z konusu anlatim alan1 sadece bigimbilimsel/gorsel betimlemeleri
degil, ayn1 zamanda ortak hafiza kapsaminda yer alacak kiiltlirel ¢cagrisimlar1 hafizaya yerlestiren
terimler dizgesi kavramlar1 da kapsar.

Ancak Barthes tarafindan gelistirilen gostergebilimsel Ornegin etnik-tasarim siireglerinde
dogrudan uygulanmasi bazi yontembilimsel sinirlar1 beraberinde getirir. Diisiiniir, moda dizgesinin
islevsel kullanimdan yalitilmis, kendi i¢ine kapali ve duragan bir anlam dongiisii i¢inde islev gordiigiinii
savunmaktadir. Buna karsin Karagay-Malkar giyim kusam bi¢imbilgisi, toplumsal-kiiltiirel etkilesim
alanlarinda ve islevsel kullanim uygulamalariyla toplumsal yasamm merkezinde, tdrensel
uygulamalarin ise odaginda yer almaktadir. Dolayisiyla bu alanda kullanilan terimler dizgesi, keyfi bir
adlandirma siireci olmanin 6tesinde, Assmann’nin (2011) kavramsallastirdig: {izere kiiltiirel bellegin
aktif bir tasiyicisi olarak yapilanmustir.
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Karagay-Malkar giyim kusam uygulamalarini; ¢cerkeska (¢cepken) veya hazir gibi yerel terimler
iizerinden incelendiginde, bu pargalarin yalnizca birer giyim unsuru degil, kusaklar arasi aktarimi
saglayan tarihsel birer kod tasiyicisi oldugu goriilmektedir. Studenetskaya’nin (1989) vurguladig gibi,
geleneksel giysilerin kesimi, bezemesi ve siisleme teknikleri, ait olduklari toplumun toplumsal-kiiltiirel
kimligini dogrudan ¢6ziimlenen birer simge dizisidir. Giincel moda kuramlar1 etnik unsurlar ¢ozerken,
siklikla bu nesneleri baglamindan koparip salt estetik/bicimbilimsel birer nesneye indirgeme yanilgisina
diismektedir. Oysa Karacay-Malkar giyim kusaminda bulunan yaka ve kol agzi siislemeleri, nakis
kompozisyonlari ve renk tercihleri, estetik kaygilarin ¢ok 6tesinde, kiiltiirel bellegin somutlagmis birer
gostergesidir. Bir giysiyi sadece bicimbilimsel acidan degerlendirmek, onun anlamsal derinligini g6z
ard1 etmek anlamina gelir. Dolayisiyla, giyim kusam kiiltiiriinii bir biitiin olarak ele alan, onu kiiltiirel
bellegin yasayan bir pargasi olarak konumlandiran biitiinciil bir yontembilimi, arastirmanin dogrulugu
ve akademik tutarlilig1 i¢in kaginilmazdir.

Kiiltiirel Bellek ve Maddi Kiiltiir liskisi

Kiiltiirel bellek, bir toplumun ge¢mis deneyimlerini, bilgilerini ve kimliksel kodlarini nesiller
arasi aktarim siiregleriyle siirdiiren toplumsal hafiza birikimidir (Assmann, 2011). Maddi kiiltiir ise, bir
toplumun {iretim, tiiketim ve yasam uygulamalarina dair somut nesneler, araclar ve yapitlar biitiinii
olarak tanimlanir (Miller, D. (Ed.). 2005). Kiiltiirel bellek ve maddi kiiltiir arasinda karsilikli
etkilesimsel ve birbirini besleyici tiiriinden bir baglant1 s6z konusudur. Zira somut nesneler, soyut anlam
diinyalarinin maddilesmis bi¢imleri olarak islev goriirken; kiiltiirel bellek de bu nesneler araciligiyla
nesiller arasi siirekliligini korur. Bu nedenle kiiltiirel bellek kimlik insasi1 ve toplumsal aidiyetin
stirdiiriilebilirligi agisindan toplumlar agisindan 6nem kazanmaktadir. Bugiinkii yapilanmasiyla kiiltiirel
bellek kuramini ilk gelistiren kisi ise, Alman Misirbilimci Jan Assmann ve esi kiiltiirbilimei Aleida
Assmann’dir (Assmann, 2011).

1990’11 y1llarin baginda “Kiiltiirel Bellek Ogretisi’ni gelistiren Jan Assmann (2011), toplumlarm
kendi kimliksel siirekliliklerini, metinler, torensel uygulamalar, anitlar ve nesneler gibi digsal hafiza
tastyicilari araciligryla koruyabildiklerini savunmustur. Bu kuramsal diizlemde giysi hem somut hem de
bedensel bir nitelik tagimasi bakimindan 6zgiin bir hafiza nesnesidir. Giysi; bireyin ikinci derisi olarak
islev goriirken, toplumsal ve kiiltiirel sinirlar1 da goriiniir kilar. Her ne kadar Assmann’1n kiiltiirel bellek
Ogretisi temel olarak erken medeniyetlerin anitsal mimarisi, siyasi muhayyilesi ve yazili kurallar
iizerine inga edilmis farkl bir tarihsel diizleme odaklansa da bu ¢alismanin merkezini olusturan Karacay-
Malkar giysilerinin 6rnegini, kalibini, kumas yapisini v.b. unsurlar ile iligkili bigimbilimsel yapisi ile
kiiltiirel bellek ortak paydasinda kesismektedir.

Karacay-Malkar kadin giyimindeki katmanlh etek yapisini Tirk kiiltiir cografyasi {izerinden
okurken, Anadolu’daki “Ug Etek” gelenegiyle somut bir dikis, kumas veya siisleme benzerligi kurmak
yaniltici olacaktir; nitekim iki cografya arasinda malzeme ve kesim teknikleri agisindan belirgin farklar
mevcuttur. Bu noktada kurulabilecek yegane bag, giysilerin tasidigi simgesel ve kiiltiirel anlam
ortakligidir. Tipki Anadolu’da oldugu gibi, Karacay-Malkar kadin giyiminde de bel kemeriyle
tamamlanan ve 6n kismindaki 6zel siislemeleriyle dikkat ¢eken bu katmanli yapi, kiiltiirel bellegin ve
toplumsal statiiniin birer tagiyicisidir. Giysinin siisleme yogunlugu ve tasarim detaylarr; salt estetik birer
unsur olmanin tesinde giyen kisinin evlilik durumunu, yas evrelerini ve toplumsal konumunu kodlayan
simgesel bir derinlige sahiptir. Ornegin, geng kizlar igin daha sade tasarlanan kiyafetler, evli kadinlarda
zengin nakiglar ve agir formlarla farklilagir. Bu durum, her iki kiiltiirde de katmanli giyim formlarinin
toplumsal hafizanin bedensellesmis birer gostergesi olarak ortak bir paydada bulustugunu
gostermektedir.

Assmann’in soyut hafizanin somut nesnelerde kristallesmesi (nesnelesmesi) fikri, bu
aragtirmada devasa tag anitlar yerine, birer bellek hiicresi olarak islev goren geleneksel giyim kusam ve
yerel giysi terimler dizgesi lizerinden islevsel bir karsilik bulmaktadir. Bu karsilik, Karagay-Malkar
giyim kusam Ornekleri ve terimler dizgesi lizerinden somutlastirildiginda daha da belirgin hale gelir.
Ornegin, kolek (erkek gomlegi) terimi, salt bir {ist giyim adlandirmasi olmanin &tesinde, gdvde yapisina
uygun kesimi ve yaka kismu siislemeleriyle (tuhtiiy’) erkeklik kodlarinin bedensellesmis bir ifadesidir.
Benzer sekilde hazir terimi, sadece bir aksesuar degil, toplumsal konum ve aile baglarinin somutlastig
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birer hafiza tastyicisidir. Tiiyme® (kadin gogiisliigii) ise, gogiis kismindaki 6zel siisleme teknikleriyle
kadinlik ve lireme giiciine dair kiiltiirel kodlar1 barmndirir. Bu terimsel yapi, her bir giysi unsurunun
Assmann’in (2011) tanimladig1 anlamda birer dissal hafiza tasiyicisi oldugunu gosterir; zira bu nesneler,
bireysel ve ortak hatirlamanin somut ¢ergevelerini olusturur, toplumsal kimligin siirekliligini garanti
altina alir ve gegmis ile simdi arasinda kuramsal bir kdprii vazifesi goriir.

Kiiltiirel Kodlar ve Moda’da Kimligin Temsili

Fred Davis (1992), Fashion, Culture and Identity (Moda, Kiiltiir ve Kimlik) adl1 ¢aligmasinda
giyimin; c¢ift anlamli ve zaman zaman birbiriyle celisen kiiltiirel kodlar {izerinden isledigini ileri
stirmiistiir. Davis’e gore moda, siirekli olarak bireysellesme ile uyum saglama, segkincilik ile tabana
yayilma arasindaki hassas dengede konumlanir. Bu yapisal kararsizlik, etnik moda ve stirdiirtilebilir
tasarim uygulamalarinda de kendini gostermektedir. Geleneksel giyim kusam Ogelerinin ¢agdas
tasarimlara biitlinlestirilmesi, bir yandan kiiltiirel mirasa yonelik bir saygi olarak yorumlanabilirken,
diger yandan kaynak kiiltiiriin anlam diinyasin1 sOmiiren bir ticarilrsme veya kiiltiirel yagma
uygulamasina da doniisebilmektedir (bkz. Hebdige, 1979°un metalastirma kavrayist).

Bolurova (2021), Karacay-Malkar giyim dizgesinin, maddi kiiltiiriin diger tiim unsurlarina
kiyasla toplumsal farkliliklar1 ve basamakli yapilari ¢ok daha keskin bir bicimde yansittigini
vurgulamaktadir (2021: 1103). Bolurova’ya gore; Karagay-Malkar giyim dizgesinde {i¢ temel katman
(iclik, gomlek/istliik ve dig giyim) parcalarindan olusan giysi yapilanmasi, toplumsal-ekonomik konum
agisindan zenginlestirme ve farklilastirma seklinde yansittigi belirtilmektedir (2021: 1104). Yazar, bu
basamakli yapilanmanin 6zellikle kadin giysilerinde bas ortiisli cauluk, ii¢ etek ve kemer gibi unsurlar
iizerinden kodlandigmi gostermektedir. Ornegin, evli kadinlarin bas ortiisii baglama bigimi, geng
kizlardan farklilagir; ii¢ etegin kumas kalitesi, siisleme yogunlugu ve kat sayisi, ailenin ekonomik
durumunu ve kadinin evlilik konumunu belirginlestirir. Benzer sekilde, erkek giysilerinde ¢erkeska
tizerindeki Ahazur (fiseklik/gogiis cebi) sayisi ve diizeni, toplumsal konum ve askeri gegmise dair bilgiler
sunar. Bu durum, s6z konusu kiiltiirel kodlarin ¢agdas bir tasarim yontembilimine aktarilmasi siirecinde,
tasarimsal anlam biliminin aslina uygun korunmasi ya da tamamen yitirilmesi riskini beraberinde
getirmektedir.

Bu konuyu yine Karacay-Malkar giyim ve terimler dizgesi iizerinden ele aldigimizda, kélek
(erkek gdmlegi) teriminin salt bir {ist giyim adlandirmasi olmanin 6tesinde, gdvde yapisina uygun
kesimi, kol ucu siislemeleri ve boyun agikligi ile erkeklik kodlarinin bedensellesmis bir ifadesi oldugu
goriliir. Belbau (bel kusagi/kemer) ise, sadece bir tamamlayici aksesuar degil; diigiim bi¢imi, siisleme
teknigi ve kullanilan malzeme ile toplumsal konum ve aile baglarinin somutlagtigi birer hafiza
tastyicisidir. Tiiyme (kadin gdgisliigii/gogiis stisi) ise, gogiis kismindaki 6zel siisleme teknikleriyle
kadinlik, tireme giicii ve evlilik durumuna dair kiiltiirel kodlar1 barindirir. Bu terimler dizgesi, her bir
giysi unsurunun Assmann’i (2011) tanimladig1 anlamda birer digsal hafiza tasiyicisi oldugunu gosterir.
Ancak cagdas tasarim uygulamalarinda, bu terimler ve bi¢imler siklikla ¢erkeska olarak genellestirilir,
hazwr ayrintilan sadece dekoratif cep olarak yorumlanir, ii¢ etegin kat sayisi ve térensel anlami gz ardi
edilir. Boylece, Bolurova’nin (2021: 1103) isaret ettigi basamakli ve konum simgeleri (konum kodlar1),
tasarim siirecinde eriyip gider; giysi, anlam tagiyicisi olmaktan ¢ikip salt gdrsel bir tiiketim nesnesine
dontistir.

Burada elestirel olarak vurgulanmasi gereken husus, mevcut etnik moda kaynaklarinin
derinlikten yoksun, betimleyici bir ylizey ¢6ziimlemesine sikismis olmasidir. Skov’un (2002) bolgesel
tasarimcilar iizerindeki calismasinda hakli olarak elestirdigi iizere, kiiresel moda alani, bigimlerin
tarihsel ve anlamsal arka planin1 kavramaksizin onlar salt gorsel birer tiiketim nesnesi olarak 6diing
alma egilimindedir. Ornegin, Karagay-Malkar cerkeska’smin gogiis kismindaki hazir ayrintilari, aslinda
barut tiipii ve kinalik tasima islevine sahipken; ¢agdas tasarimlarda bu cepler siklikla siis olarak yeniden
yorumlanir, askeri gegis ve savunma uygulamasina dair anlam tamamen silinir.

Bu durum, geleneksel giyim kugam terimler dizgesinin yapisal bir anlam tagiyicisi olarak degil,
tasarima Ozgiin bir hava katmak amaciyla kullanilan yiizeysel birer siis etiket haline gelmesiyle
sonuglanmaktadir. Karacay-Malkar terimler dizgesinde kélek (gomlek), tiiyme (kadin gogiisligii/gogiis
siisll) gibi terimler, kendi iclerinde birer anlam ag1 olustururken; kiiresel moda alaninda bu terimler
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siklikla Kafkas tarzi, Dagli bigimleri gibi soyut ve ylizeysel simiflandirmalar altinda eritilir. Hazir
kelimesi, Tirkce hazir kokenli olup hazir ol, tetikte ol anlamini tasirken; tasarim siirecinde bu
kokenbilimsel derinlik ve askeri hazirlik uygulamasina dair kiiltiirel bellek gz ard1 edilir. Sonug olarak,
Davis’in (1992) isaret ettigi ¢ift anlamlilik, etnik moda baglaminda tek tarafli bir anlam yitimine
donisiir: Geleneksel kodlar uyum saglama ve halkgilasma soziiyle tiikketim alanina aktarilirken,
bireysellesme ve seckinlik kodlar1 kaynak kiiltiiriin kendi i¢sel diizeninden koparilir; giysi hem anlamini
hem de sahibini yitirir.

Arastirma Bosluklarinin Belirlenmesi

Mevcut disiplinler arasi kaynaklar elestirel bir siizgecten gecirildiginde, {i¢ temel yontembilim
ve kuramsal sorun tespit edilmistir:

1. Bilgisel Bosluk: Karagay-Malkar giyim kusam sozciiklerinin dilsel birimleri ile kiiltiir bellegi
olusumlar1 arasindaki varliksal bagi kuran biitiinsel bir kuramsal diizenek bulunmamaktadir. Mevcut
calismalar ya terimleri ¢agdas moda kuramlarindan kopuk bir bi¢imde siralamakta ya da moday tarihsel
baglamindan yalitilmig evrensel bir anlam diizeni olarak ele almaktadir.

Somut ornek: Kuznetsova (1982), Karacay-Malkar halk sanati iizerine yaptigi caligmada
cepken, kolek (iist govde giyisi), kyamar (gimiis kemer), hazir (fiseklik), kama ve bashk (bas
ortiisti/baslik) gibi terimleri tek tek tanimlamakta; ancak bu terimlerin tasidigi toplumsal cinsiyet, yas,
toplumsal-ekonomik konum ve térensel islevlerini kuramsal bir cerceveye oturtmamaktadir. Ornegin,
¢epkenin siyah, koyu mavi veya gri renkleri yalnizca estetik tercih degil, ayn1 zamanda giyen kisinin
yasam evresini (genglik, olgunluk, yaslilik) ve toplumsal konumunu belirten isaretlerdir (Kuznetsova,
1982). Studenetskaya (1989) ise Kuzey Kafkasya halklarinin giyim bigimlerini genel bir cografi
cercevede ele almakta; ancak Karagay-Malkar terimlerinin igsel anlam katmanlarini- érnegin kyamar
(giimiis kemer)in sadece bir siis esyast degil, ayn1 zamanda kadmin evlilik durumunu ve aile ici
konumunu gosteren bir simge oldugunu yapisalci bir 6rnekle agiklamamaktadir.

Barthes (1983), The Fashion System adl1 yapitinda moday1 bir anlam diizeni (simgesel dizge)
olarak ele alir ve giysi tanimlamalarinin teknik, simgesel ve sozel ii¢ yaptya ayrildigini 6ne siirer. Ancak
Barthes’in bu diizeni, tarihsel ve etnik baglamdan soyutlanmis evrensel bir ¢erceve olarak kurmasi,
Karagay-Malkar giyim sdzciiklerinin tagidig1 yerel anlam katmanlarim gériinmez kilmaktadir. Ornegin,
Barthes’in sozel yapi dedigi diizeyde, Karacay-Malkarca kaptal (besmet) terimi yalnizca iist govde
giyisisi anlamina gelmez; ayn1 zamanda atalarin mirasi, erkek onuru ve konukseverlik gibi kiiltiir bellegi
katmanlarin1 barindirir. Barthes’in  yapisalct anlam bilimi, bu tiir varliksal baglart kurmaya
yetmemektedir.

2. Yontembilimsel Bosluk: Karagay-Malkar giyim bigimbilgisindeki bi¢im, renk, siisleme ve
terimlerden olusan ¢ok katmanli kiiltiir kodlarinin, ¢agdas tasarim siireclerine hatasiz ve ¢ézlimleyici bir
bigimde aktarilmasini saglayacak diizenli bir tasarim yontembilgisi gelistirilmemistir. Tasarimcilarin
kuramsal bir kilavuz olmaksizin sezgisel yontemlerle ilerlemesi, anlam aktariminda keyfiyete ve kod
bozumuna yol agmaktadir.

Somut Ornek: Karagay-Malkar giyim bi¢imbilgisinde en az bes kiiltir kodu katmam
bulunmaktadir:

Bi¢im simgeleri: Geleneksel giyim formlart incelendiginde, bicimsel unsurlarin yalnizca
iklimsel ve ergonomik gereksinimleri karsilamakla kalmayip, toplumsal cinsiyet kodlarmi ve cografi
yasam pratiklerini de goriiniir kildig1 anlasilmaktadir. Bu baglamda, ¢epkenin yakasiz yapisi, belde
toplanan etegi ve gizli diigme detaylari ile besmetin bedeni saran formu ve i¢ yelegin kolsuz yapisi ath
yasam kiiltiiriiniin pratik ihtiyaclarma yanit verir. Kadin entarisinin (¢epken) belden itibaren genisleyen
kesimiyle birlesen bu tipolojik bigimler, hem dag kosullarina uyum saglayan islevsel nitelikler tagir hem
de Kuzey Kafkasya toplumsal yapisindaki erkeklik ve kadinlik sembolizmini diga vurur (Studenetskaya,
1989).

Renk simgeleri: Karacay-Malkar halk sanatindaki renk sembolizmine bakildiginda
(Kuznetsova, 1982), renklerin toplumsal ve ruhsal durumlari kategorize eden birer simgeye donistiigii
goriiliir. Nitekim yas ve ciddiyetin siyahla, arinmanin beyazla, 6zgiirliiglin ise koyu maviyle 6zdeslestigi
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bu yapida; yas gruplarinin tercih ettigi tonlar da degismektedir. Geng kusaklarin dinamizmi temsil eden
canli/acik tonlara ve bordo ¢epkenlere yonelmesi, yaslilarin ise siyah ve gri gibi koyu renklerle olgunluk
vurgusu yapmasi bu renksel kurgunun temelini olusturur.

Siisleme simgeleri: Glimils kyamar (kemer) {izerindeki bitki ve geometrik motifler; hazur
(fiseklik) {izerindeki oymalar; kadin baslik’larindaki o6rgili desenleri. Bu siislemeler, yalnizca estetik
Kama degil, ayn1 zamanda bereket, koruma ve soy baglilig1 gibi inang diizeneklerinin gorsel aktarimidir.

Terim simgeleri: yalnizca bir savunma araci degil, namus ve giivenilirlik simgesidir; muhar bork
(kiirklii kalpak) yiiksek toplumsal konumun isaretidir; kadinlarin 6rgiilii sag siisleri evlilik durumunu ve
aile ici rolii belirtir.

Torensel simgeleri: Diigiin, cenaze, bayram ve konuk agirlama gibi farkli toplumsal durumlarda
giyilen farkli ¢epken tiirleri; bu giysilerin her biri belirli bir torensel igleve sahiptir ve bu islev terimlerin
anlam katmanlarina iglenmistir.

Tasarimcilarin bu bes katmanli simge diizenini diisiinsel bir cerceve olmaksizin cagdas tasarima
aktarmaya calismasi, 6rnegin ¢epkenin yalnizca bir giysi olarak alinip asil renk ve torensel simgelerin
gormezden gelinmesine; kyamarm (giimiis kemer) yalnizca etnik aksesuar olarak pazarlanip kadin
toplumsal konumunun ve evlilik simgesi islevinin yitirilmesine yol agmaktadir. Bu siire¢, simge
katmanlarinin sezgisel olarak segilip aktarilmasiyla ortaya ¢ikan bir anlam bozumudur.

3. Ahlaksal Bosluk: Mevcut yazin, etnik tekstil mirasinin ¢agdas tasarimdaki miilkiyet ve
yorumlama haklarin1 etik diizeyde yeterince sorgulamamaktadir. Geleneksel giysi bi¢imlerinin ve
terminolojisinin, barindirdig1 toplumsal ve torensel islevler ¢oziimlenmeden tasarima dahil edilmesi,
Hebdige'in (1979) altkiiltiirel sembollerin metalagmasinda isaret ettigi gibi, kiiltiirel sorumluluk
ilkelerini ¢igneyen ve nesneyi 6z baglamindan koparan bir anlam aginmasina neden olmaktadir.

Somut 6rnek: Hebdige (1979), The Meaning of Style (Stilin Anlami) adli yapitinda, punk
tarzinin moda alani tarafindan yabancilastirilmasi siirecini inceler; geleneksel veya 06zgiin giyim
unsurlarinin ana akim moda tarafindan ticarilestirilmesiyle bu unsurlarin 6zgiin anlamlarinin nasil
yitirildigini gosterir. Karacay-Malkar giyim kiiltiiriinde de nesnelerin kiiresel moda/pazar isleyisiyle
karsilagsmasi siirecinde benzer bir anlam aginmasi gozlemlenmektedir:

Cepkenin Kafkasya tarzi veya Rus gelenegi gibi genelleyici etnik etiketlerle pazarlanmasi, bu
giysinin 6zgiin Karagay-Malkar kokenini ve ata miras1 anlamini silmektedir.

Kama’nin dekoratif aksesuar olarak yeniden iiretilmesi, bu nesnenin namus, giiven ve toplumsal
s6zlesme gibi derin islevlerini gormezden gelmektedir.

Kadin kyamarinin (giimiis kemer) yalnizca geleneksel taki olarak sunulmasi, kemerin tasidigi
evlilik durumu, aile i¢i sayginlik ve iireme bereketi gibi kadin kimligiyle ilgili simgelerin yitirilmesine
yol agmaktadir.

Hazir (fiseklik) ve baslik gibi terimlerin cagdas tasarimlarda Kafkasya motifli cep veya etnik
bas aksesuari olarak adlandirilmasi, bu terimlerin tasidig1 askeri, dini ve toplumsal cinsiyet anlamlarinin
asinmasina neden olmaktadir.

Hebdige’in  (1979) belirttigi gibi, giyim unsurlarinin ana akim tarafindan yeniden
iligskilendirilmesi, 6zgiin toplulugun bu unsurlar tizerindeki yorumlama hakkin1 ve miilkiyet hissini ihlal
eder. Karacay-Malkar toplulugunun giyim s6zciiklerini tanimlama, kullanma ve aktarma hakki g6z ardi
edilerek; cagdas tasarimcilar tarafindan bilingsizce yapilan etnik esinlenmeler, kiiltlirel somiirii (kiiltiirel
yagma) sinirina ulagsmaktadir.

Bu arastirma, yukarida belirlenen bosluklar1 kavramsal araglarla doldurmak iizere iki temel
kavram onermektedir.

Birincisi, 6zgiin islevini ve kiltlir kodlarini yitirmis, yalnizca estetik bicim olarak yeniden
iretilen geleneksel 6geleri tanimlayan igi bos alint1 kavramidir. Bu kavram, Jean Baudrillard’in (1994)
Oykiinme kuramindaki agiri gercek ve Jameson’in (1991) taklit kavramlariyla akrabadir; 6zgiin
gondergesi olmayan, yalnizca yiizeysel bi¢im aktarimini ifade eder.
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Jean Baudrillard (1994), Simulacra and Simulation adli yapitinda, 6zgin atifi olmayan
benzesimlerin gercekligin yerini aldigini 6ne siirer; Disneyland 6rneginde, “gergek Amerika” diye bir
seyin artik olmadigini, Disneyland’in bu eksikligi orterek bir asir1 gercek yarattigini belirtir. Karagay-
Malkar giyim 6gelerinde de benzer bir siire¢ islemektedir: Cepkenin Kafkasya tarzi olarak pazarlanmasi,
0zgiin Karagay-Malkar ¢epkeninin tasidig1 ata mirasi, namus ve yasam evresi kodlarimi yitirmesiyle,
gercgek bir ¢cepken olmaksizin onun asir1 gercek bir kopyasini yaratir. Jameson (1991), Postmodernism,
or, The Cultural Logic of Late Capitalism (Postmodernizm, ya da Ge¢ Kapitalizmin Kiiltiirel Mantig1)
adli yapitinda, taklidin alaycilik igermeyen, elestirel mesafesi olmayan bir kopyalama oldugunu; gegcmis
stillerin elestirel sorgulama yapilmadan yeniden iiretildigini belirtir. ~Karacay-Malkar siisleme
motiflerinin ¢agdas tasarimlarda etnik desen olarak kullanilmasi, bu motiflerin tasidig1 soy baghlik,
bereket ve koruma anlamlarini sorgulamaksizin taklit etmekte; boylece bir igi bos alinti olugsmaktadir.

Ikincisi ise, kiiltiir kodlarimn ¢agdas tasarrma aktarrminda 6zgiin anlam katmanlarinin
asinmasini tanimlayan anlamsal asinma kavramidir. Bu siire¢, Assmann’in (2011) iletisimsel bellekten
kiiltiirel bellege geciste yasanan anlam kaybiyla paralellik gosterir.

Assmann (2011), Cultural Memory and Early Civilization (Kiiltirel Bellek ve Erken
Uygarliklar) adli yapitinda, iletisimsel bellegin canli kusaklar arasindaki sozlii aktarima dayandigini;
kiiltiirel bellegin ise kurumsallagmis, torensel ve araci yollarla aktarildigini belirtir. Aktarim belleginden
toplumsal bellege geciste, canli taniklarin yoklugunda anlam katmanlarinin bir kismu yitirilir, geriye
yalnizca nesnelestirilmis simgeler kalir.

Karacay-Malkar giyim kiiltiiriinde, kyamar (giimiis kemer) gibi bir nesne, biiylikannelerden
torunlara aktarim bellegi yoluyla taginirken evlilik, konum ve bereket anlamlarini canli tutar; ancak bu
nesne cagdas tasarima geleneksel taki olarak aktarildiginda, aktarim bellegi zinciri kirilir ve nesne
toplumsal bellegin nesnelestirilmis bir simgesi haline gelir. Bu siiregte, kyamarin tasidigi anlam
katmanlar1 asmir (asinmaya ugrar); geriye yalnizca estetik bir bigim kalir. iste bu anlamsal asmnma,
kiiltiir kodlarinin ¢agdas tasarimda yeniden tretilirken yasadigi derin anlam kaybini tanimlamaktadir.

Kuramsal Cerceve

Bu aragtirmanin kuramsal omurgasi, yukarida belirtilen bosluklari doldurmak amaciyla ti¢ farkli
disiplinin kavramsal araglarini bir araya getiren biitiinlestirici bir 6rnek {izerine inga edilmistir (Sekil 1).
Tablo 2’de goriildiigii iizere, Onerilen kavramsal 6rnek; Barthes’in (1967) moda gosterge bilimi,
Assmann’in (1992) Kkiiltiirel bellek kurammi ve Davis’in (1992) moda, kiiltiir ve kimlik kuramini
biitiinlestiren disiplinler arasi bir yapi olarak kurgulanmistir. Bu ii¢ kuramsal unsur, makalenin
¢ozlimleyici diizlemdeki birbirini tamamlayan katmanlari olarak islev gérmektedir.

Tablo 2: Disiplinler aras1 Kuramsal Cercevenin Biitiinlesik Ornegi

KAVRAMSAL MODA KULTUREL MODA,
ORNEK _ GOSTERGE N BELLEK N KULTUR
BiLIMi (ASSMANN) ve KIMLIK
(BARTHES) (DAVIS)

Bu biitiinlesik ¢ergevede; Barthes’in (1967) gostergebilimsel 6rnegi, giysi bigimlerinin yapisal
¢Oziimlemesini saglayan birinci katmani olusturur. Assmann’m (1992) kiiltiirel bellek &gretisi, bu
bigimlerin tagidig1 tarihsel ve toplumsal anlam katmanlarini belleksel bir derinlikle ele alan ikinci
katmani temsil eder. Davis’in (1992) moda, kiiltiir ve kimlik 6gretisi ise, bu kodlarin ¢agdas moda
dizgesine aktariminda yaganan anlam belirsizligini ve ticarilesme riskini ¢6ziimleyen iigiincii katman
olarak iglev goriir.

Karacay-Malkar giysi bigimleri ve terimler dizgesinin g¢Oziimlemesinde bu tii¢ bashgin
kullanilma bigimlerini degerlendirecek olursak;

Barthes’in Gostergebilimsel Ornegi: Karagay-Malkar giyim kusam terimlerinin yazili anlatim
diizeyindeki yapisal konumunu ve birer kiiltiirel gosterge olarak islev gérme bigimlerini ¢oziimlemek
amaciyla kullanilmastir.
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Assmann’mn Bellek Ogretisi: Giysi bigimlerinin duragan birer fosil olmayip, tarihsel bilgiyi
bilinyesinde barindiran ve kusaklar arasi kimlik aktarimimi saglayan devinimsel nesneler oldugunu
temellendirmek i¢in kullanilmistir.

Davis’in Moda, Kiiltiir ve Kimlik Coziimlemesi: Etnik dgelerin ¢agdas tasarim siireclerinde
ticarilesme ve 6zgiinliik arasinda yasadigi gerilimleri, kiiltiirel temelliik (yagma) riskine kars1 kiiltiirel
sorumluluk tastyan tasarim Olgiitleriyle dengelemek iizere kuramsal ¢erceveye eklenmistir.

Calisma kapsaminda kurgulanan etnik-tasarim siireci, rastlantisal bir {iriin gelistirmenin
Otesinde; Jan Assmann’m kiiltiirel bellek, Roland Barthes’in gdsterge bilim ve Fred Davis’in moda,
kiiltiir ve kimlik 6gretilerini temel alan disiplinler aras1 bir yontem bilimi eksenine oturtulmustur.

Yontembilimsel Altyapi. Kuramsal Temeller ve Coziimleyici Diizeyler.

Geleneksel Karagay-Malkar giyim kusam bigim bilgisinin ve tekstil terim dizgesinin ¢agdas
moda tasarimi alanina biitiinlesmesi, salt bigimsel bir taklit veya gorsel bir aktarim olarak ele alinamaz.
Aksine bu siire¢, maddi kiiltiir nesnelerinin barindirdig1 gostergebilimsel katmanlarin ¢éztiimlemesini ve
ardindan yeniden kodlanmasini gerektiren disiplinler arasi bir ¢eviri yontemi bilimidir. Bu ¢alismada,
kaynaklarda siklikla diisiilen bigimsel indirgemecilik hatasin1 agsmak ve somut olmayan kiiltiirel mirasin
stirdiiriilebilir aktarimini saglamak amaciyla ii¢ kademeli biitiinciil bir kavramsal gerceve onerilmistir.
Kavramsal Cerceve Seviyeleri:

- Seviye 1: Kiiltiirel Bellek — Animsatic1 (Belleksel Islev) (Assmann, 2011)
- Seviye 2: Gostergebilimsel Yap1 — Uclii Kod Dizgesi (Barthes, 1983)
- Seviye 3: Cagdas Aktarim — Anlamsal Belirsizlik (Davis, 1992)

Seviye 1: Terimler Dizgesinin Belleksel Islevi (Kiiltiirel Bellek). Assmann (2011) tarafindan
kavramsallastirilan kiiltiirel bellek kuram1 baglaminda, Karagay-Malkar giyim kusam terimler dizgesi
siradan birer dil bilgisel etiket degil, toplumsal hafizanin korundugu belleksel (animsatici) depolardir.
Geleneksel giyim kusama ait her terim, giindelik etkilesimlerle sinirli olan iletisimsel bellek evresinden,
torenlesme ve somutlagtirma yoluyla zamanlar Gtesi kiiltiirel bellek konumuna evrilmistir (Assmann,
2011).

Seviye 2: Gostergebilimsel Kod Yapisi. Roland Barthes’in (1983) giysi gosterge bilimi kuramu,
Karagay-Malkar giyim kusam terimler dizgesinin ¢éziimlenmesinde ii¢ temel yapisal diizlem sunar:

- Gorsel Kod: Giyim kusaminin betimleme, fotograf veya miize teshirindeki dogrudan algilanan
gorsel-maddi bi¢imi.

- So6zI1i/Dil bilgisel Kod: Giyimi ¢evreleyen, ona kavramsal sinirlarint gizen tekstil terimler
dizgesi ve sozlii anlatilar.

- Teknolojik/Maddi Kod: Giysinin iiretim teknigi, kalip yapisi, malzeme verimliligi ve fiziksel
gergekligi.

Geleneksel Karagay-Malkar giyim kusaminda bu ii¢ diizey, organik bir biitlinliik arz ederken;
dilsel kod (terim), maddi kodun (iiretim ve giyim kusam bigimi) toplumsal kurallarin1 dogrudan dikte
eder (Barthes, 1983). Cagdas tasarimci, bu ii¢lii yapmin dinamiklerini kavramadan yapacagi bir
miidahalede, giysinin anlamsal biit{inliiglinii bozma riskiyle kars1 karsiyadir.

Seviye 3: Kiiltiirel Kodlarin Anlam Belirsizligi. Tasarim siirecinde geleneksel kodlarin ¢agdas
bir giysi bi¢cimine ¢dzlimlenerek aktarilmasi, Davis’in (1992) vurguladig: iizere kaginilmaz olarak
anlamsal belirsizlik dogurur. Tarihsel baglaminda etnik aidiyet, toplumsal cinsiyet rolleri veya soylu bir
konumun gostergesi olan bir kod; ¢agdas kiiresel moda pazarinda 6zgiinliik, stirdiriilebilirlik veya
baskalik olarak yeniden anlamlandirilmaktadir (Davis, 1992). Bu belirsizlik, tasarim siirecinde bir kusur
veya bilgi kuramsal kopusu degil; aksine kiiltlirel kodlarin zamana uyumunu saglayan yapisal ve tiretken
bir d6niistiirme aracidir.
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Kiiltiirel Kodlarin U¢ Asamal Aktarim Ornegi

Yukarida belirtilen kuramsal temellerden hareketle, halk bilimine dayali (etnografik) verilerin
cagdas tasarim Olgiitlerine doniistiiriilmesini saglayan ¢oziimleyici bir “U¢ Asamali Aktarrm Ornegi”
gelistirilmistir. Bu 6rnek, Yeziyeva’nin (2016) doktora/sanatta yeterlilik tez ¢alismasinda deneysel
olarak test edilmis ve 571 katalog unsurunun tasarim siirecine aktarimiyla dogrulanmistir:

1. Ayiklama: Etnografik (Halk bilimine dayali) ve Tarihsel Veri Coziimlemesi (Studenetskaya,
1989)

2. Doniistim: Kalip, Bigim ve Malzeme Eniyilemesi
3. Eklemlenme: Cagdas Tasarim ve Siirdiiriilebilir Pazar

Ayiklama: Bu ilk asamada, terimsel birimler ve onlarin birincil kiiltiirel anlam haritalar1 tespit
edilir. Siire¢, yontembilimsel agidan titiz bir kaynak elestirisini zorunlu kilar. Bu dogrultuda, Kuzey
Kafkasya giyim kusam kiiltiiriiniin temel dayanagi olan Studenetskaya (1989) kiilliyati, Kuznetsova
(1982) ve Bittirova (2008) gibi otoritelerin calismalar1 siizgecten gecirilir. Buradaki temel hamle,
disaridan bir gozlemcinin tanimlamasi olan digsal bakis acist ile kiiltiiriin kendi i¢ mantigini ve
adlandirmasini yansitan i¢sel yaklagim arasindaki sinirlarin netlestirilmesidir.

Doniistim: Ayiklanan soyut kiiltiirel anlamlar ve gostergeler, bu asamada soyut tasarim
Olciitlerine (goriiniimii, kalip yapisi, malzeme ozellikleri, renk paleti ve tekstil ylizey dokusu) cevrilir.
Gostergebilim agisindan, anlambilim diizeyinden dizilim/bi¢imbilim diizeyine gecis saglanir.
Geleneksel kege, dikis ve isleme teknikleri; ¢cagdas tiretim teknolojileriyle birleserek cagdas tasarim
diline uyarlanir.

Eklemlenme: Doniistiiriilen yeni kodlar, giincel toplumsal-kiiltiirel baglama ve hedef kitle
algisina biitiinlestirilir. Bu asama, tasarimin salt ge¢mise ait bir kopya olmasini engeller, {iriinii ¢agdas
moda diizenine islevsel, estetik ve siirdiiriilebilir bir 6ge haline getirir.

Coziimleme (Analiz)

i Yapilandirilmis Bir Bellek Tasiyicis1 Olarak Terminoloji: Karacay-Malkar Giyim Kusam
Ornegi

Yapilan bicimbilimsel ve gostergebilimsel c¢oziimlemeler, Karagay-Malkar giyim kusam
terimler dizgesinin yansiz bir adlandirma listesinden ibaret olmadigini; her bir terimin kiiltiirel anlam

diinyasinda birer yogunlagma noktasi olarak islev gordiigiinii ortaya koymaktadir. Bu durum maddi
kiiltlir nesneleri iizerinden su sekilde 6rneklendirilebilir:

Tiirkge kokenli hazir kelimesinden tiireyen hazir terimi, ¢epken’in Karagay-Malkar (Balkar)
bicim bilgisi bilimindeki yerel adiyla ¢erkeska gdgiis kismindaki silindirik cep bdlmelerini ifade eder.
Bittirova (2008: 61), bu kiiciik bélmelere ahsap, kemik veya giimiisten mamul, i¢lerinde hazir barut ve
mermi barindiran Olgekli tiiplerin  yerlestirildigini aktarmaktadir. Bespatlar yivli tiifeklerin
yayginlagmasiyla birlikte hazirlar iglevsel/askeri islevlerini yitirmig, ancak toplumsal konumun ve
savasci erkek kimliginin gorsel birer belirtisi olarak varliklarini stirdiirmiislerdir (Studenetskaya, 1989).

Gorsel 1: “V” Yakali, Gogiis Kismi Figekli, Takma Uzun Kollu, Geleneksel Erkek Cerkeska (Cepken)
Modelinin On ve Arka Goriiniimii.
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Gorsel 2: Kirik Beyaz Renkli Gabardin Kumagtan, Takma Uzun Kollu Geleneksel Modelde Erkek
Cerkeska (Cepken) Tasarimi (yan goriiniimii).

Gorsel 3: Kirik Beyaz Renkli Ug Parga Kegeden Olusan, Omuzlar1 “Elbrus Dagi’na” Benzer Dik
Ucgen Seklinde Kesilmis Geleneksel Modelde Erkek Pelerin (Cam¢i) Tasarimi.

Yeziyeva'nin (2016: 99) belirttigi lizere, cagdas tasarimda hazir bigimi, gogiis cebi veya askeri
tarzda mithimmat cebi olarak indirgenmis; barut ve mermi tasima islevi tamamen silinmis, fisekligin
savascl erkek kimligi ve toplumsal konum kodu estetik cep detayina doniistiiriilmiistiir. Bu durum,
anlamsal bag1 koparilmis bir “i¢i bos alint1” drnegidir.

Hazir bigimi, cagdas tasarimda yapibozumcu ceket veya islevsel yelek olarak adlandirilmas;
silindirik fiseklik bolmeleri asimetrik gogiis ceplerine doniistiiriilmiistiir. Geleneksel ¢epken tizerindeki
hazir, savasgr erkek kimliginin ve toplumsal konumun fisekligi (barutlugu) olarak islev goriirken;
cagdas tasarimda bu bicim askeri siklik estetik detay olarak indirgenmis, barut ve mermi tasima islevi
ile birlikte yigitlik kodu tamamen bosaltilmistir.

Jan Assmann’in (2011) kiltiirel bellek kuram1 baglaminda Aazirlar, askeri tarihin somutlastigi
birer “dis bellek nesnesi” vazifesi goriir. Bu nesneler, torensel ve bayramlik ¢epken tizerindeki yerlerini
koruyarak torenlesme yoluyla iletisimsel bellekten kalici kiiltiirel bellege doniistiiriilmiislerdir.

Kapiisonlu dikissiz kege pelerini tanimlayan gebenek terimi, tekstil yontembiliminin 6tesinde
derin bir askeri ge¢cmisi barindirir. Bittirova (2008: 61) ve Batchayev (1986: 94) orta cagda gebenek
yapisinin ordu donatiminda hayati 6nem tasiyan veya belirleyici bir role sahip olan unsurlarindan biri
oldugunu belirtmekte ve Residiiddin Hamedani’nin (XIV. yy) Camiu’t-Tevarih adli eserindeki “Tiim
ordu keceden mamul kepeneklerini giydi” kaydini aktarmaktadir. Dolayisiyla gebenek, yalnizca bir kece
isciligi ¢iktis1 degil; Avrasya goger kiiltiiri ve Alan’? mirasina uzanan askeri-tarihsel bir anlatinin
uzamsal yogunlagsmasidir.

Tiirkce kokenli baslik kelimesinden gelen baslik terimi, omuzlar1 da orten islevsel ve torensel
bir kulakl1 kapiison bicimidir. Bittirova (2008: 60) ve Miziev (1995: 24), bu bigimin Kuban tipi Iskit
heykelleri ile Tanr1 Daglari’ndaki kadim goger tasvirlerindeki bas/ik bicim bilgisiyle olan sarsilmaz
benzerligine dikkat ¢ekmektedir. Bu bi¢im bilgisel siireklilik, bas/tk nesnesini cagdas Karagay-Malkar
kimligi ile kadim bozkir mirasi arasinda uzanan anlamli bir koprii haline getirmektedir.

Kadin giyim dgesine yer alan cubur, cuba’ terimi ise 6nii yirtmagli ve etek uglar1 dnliik bigimine
doniisen kisa kadin giysisini (besmet, kolek) tanimlar. Bittirova (2008: 61), Uarziati (1990: 115) bu
giysinin Oset kiiltirindeki cibwr/cubur kuyrit (kisa ceket) yapisi ile dil bilgisel ve bigim bilgisel
paralellikler tasidigini saptayarak derin Kafkasya etnik-kiiltiirel etkilesimi belgelemektedir. Roland
Barthes’in (1983) moda gosterge bilimi diizleminde giyim 6geleri, kod seviyesinde isleyerek bireyin
toplumsal konumunu ve toplumsal cinsiyet kimligini diga vuran nitelikli bir gostergedir; ancak bu durum
etnik-tasarim alaninda temel bir yontembilimsel sorunu da beraberinde getirmektedir. Nitekim tarihsel
bicimler cagdas moda dizgesine aktarilirken kaginilmaz bir anlamsal asinma yasanmaktadir.

Yeziyeva (2016), tez calismasinda bu aginmayr somut orneklerle belgelendirmektedir; buna
karsin ayni tezde geleneksel kodlarin diisiinsel aktarimi yoluyla 6zgiin bir ¢agdas koleksiyon da
iiretmistir. Yeziyeva, geleneksel giyim kusamlarin kalip veya goriiniimiinii yapisokiim bigimde kullanan
cagdas tasarimcilarin bu bigimleri arkalarmdaki toplumsal-gostergebilimsel agdan kopardiklarim
gostererek baglamindan uzaklastirildigini belgelendirmektedir; ancak tezin tasarim uygulamasi
boyutunda bu riski agan bir diisiinsel aktarim 6rnegi de gelistirmistir. Sonugta ortaya ¢ikan iiriin, Fred
Davis’in (1992) ifade ettigi kiiltiirel ikilik sinirlarimi agarak, kiiltiirel igcerigin tamamen bosaltildig1 ve
aktarilamadigi bir “i¢i bos alint1” uygulamasina doniismektedir.

Yerel ve Evrensel Betimleme ikiligi: Tasarimda Ceviri Sorunu

Etnik-tasarimda gozlemlenen en koklii yontembilimsel kirilma; kiiltlirin kendi igsel anlatilar
ile disaridan bir akademik bakis agisiyla kurgulanan evrensel betimlemeler arasindaki bilgibilimsel
ayrismadan kaynaklanmaktadir. insanbilimsel calismalar giyim kusam terim dizgesini kendi biitiinciil
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kiiltiirel baglamida dondururken, ¢cagdas tasarim anlatimi bu verileri evrensellestirmeyi, soyutlamay1
ve geometrik bicimlere indirgemeyi talep eder. Eicher (1995) tarafindan vurgulandigi iizere, Bati
merkezli moda terimler dizgesi, Avrupa dis1 ve yerel giyim kusam bicimlerinin kendine 6zgii bigim
bilgisel ve torensel ayrintilarimi aktarmakta yetersiz kalmaktadir. Clinkii Bati yazimminin iirettigi
siniflandirmalar tamamen Avrupa giysi tarihinden devsirilmistir.

Bu yontembilimsel ikilem, Karacay-Malkar maddi kiiltiir verilerinde somut bir bicimde
gozlemlenmektedir. Ornegin ¢epken terimi, halk bilimine dayali (etnografik) kaynaklarda ve yerel
hafizada kadmnlarin giydigi, gogsii agik, beli oturan, sirma iglemeli ve uzun etekli geleneksel torensel
elbiseyi tanimlar (Studenetskaya, 1989). Ancak cagdas tasarim anlatiminda bu 6zgiin terim, Bati
merkezli bir indirgemeyle genel bir kaftan veya elbise siniflandirmasina indirgenmektedir. Bu durum
ciddi bir 6zgiinliik kaybina yol agar. Zira Karagay-Malkar ¢epkeni, kalip yapisi, yirtmag ayrintilari, korse
(govdelik) eklemlenme bigimleri ve glimiis gogiis tokalarinin yerlesim geometrisi agisindan Osetlerin
cuhhasindan veya Adigelerin kadin kaftanlarindan belirgin teknik farklarla ayrilir.

Benzer bir yapisal sorun ayakkabi terim dizgesinde de bag gostermektedir. Bittirova (2008) ve
Malkonduev (2001), geleneksel Karagay-Malkar ayak giyim dizgesinde son derece karmasik ve
uzmanlasmis bir adlandirma c¢izelgesi belgeler: caburla (cagdas carik/deri ayakkabi), ¢arikla (ham
deriden ¢arik) (Appoev ve Bittieva, 2020; 88)., mesle (deri tozluk), istmla/simbau (tozluk baglari/yarim
tozluk), uyukla (kece cizme/valenki) ve curukla (deri ¢izme). Her bir terim, salt bir nesneyi degil, belirli
bir islevsel ve toplumsal/ekonomik baglami dikte eder. Ornegin, alt1 taban derisiyle Oriilmiis ham
deriden mamul ¢arigla, dag yamaclarinda kaymayi 6nleyen teknik bir dagcilik donanimi iken, ¢caburia
daha sivil ve yerlesik bir kullanim alanina sahiptir (Malkonduev, 2001). Tasarimcinin bu terimsel
farklilagmay1 kavramadan, nesneleri yalnizca gorsel birer bagvuru olarak kullanmasi, baglamindan
uzaklastirilmaktadir.

Bu yontembilimsel tikaniklig1 agsmak adina dnerilen biitiinlestirici ¢erceve, toplumsal/kiiltiirel
gbzlem girdisi ile deneye dayali iiriin ¢iktisi arasinda isleyecek bir ¢eviri katmani yani bir ara-bigim
kurgulamaktadir. Bu katman, her bir geleneksel terimin ve gorsel kodun yalnizca bi¢im bilgisel
coziimlemesini degil; kdken bilimine iliskin, islevsel yapisal (kalip-kesim) ve torensel agiklamalarin
iceren teknik tasarim ¢izimlerine doniistiiriilmesini sart kosar.

Kiiltiirel kodlar ve tasarim uygulamalari: ii¢ izlek (strateji)

Uygulamali tasarim yazin1 ve uygulamalari incelendiginde, geleneksel kiiltiirel kodlarin ¢cagdas
giysiye doniistiiriilmesinde ii¢ temel yontem izleginin (stratejinin) isletildigi saptanmustir. Taklitci
Yeniden Uretim Izlegi: Tarihsel bigimlerin, malzeme ve terimler dizgesinin birebir, miizelik yeniden
iiretilmesidir. Karagcay-Malkar baglaminda bu izlek (strateji); gdgsiinde tam tesekkiillii glimiis hazir’lar
olan bir erkek ¢epken nin, giimiis islemeli kemeri (belibau) bulunan bir besmet’in veya konik kece
sapkanin (kalpak) aynen kopyalanmasi seklinde belirir. Sahnede ve diigiin térensel uygulamalarinda
sikca bagvurulan bu yaklasim (Kagiyeva, 2019), modanin yasayan ¢evre diizeninden kopuk oldugu ve
nesneyi miizemsi bir donmusluga mahkim ettigi gerekgesiyle elestirilmektedir (Crane, 2000).
Bolurova’nin (2021) da hakli olarak belirttigi gibi, giliniimiiz moda tasarimcilar1 geleneksel agir
kadifeleri hafif yapay kumaslarla, el isi sirma nakiglar1 ise yapay elmaslarla (stras taslarla) yer
degistirdiklerinde, giyim kugamin aslinda sakli olan o soylu sayginlik ve asalet anlam dizgesini tamamen
yikima ugratmakta ve taklit¢ilik kendi iginde diisiinsel bir ¢eliski iiretmektedir.

Yapisaler Olmayan Soyutlama izlegi: Geleneksel giyim kusamin tekil bicim unsurlarmin
(goriiniim, bigim, teknik), ait olduklart kiiltiirel anlamdan tamamen bagimsizlastirilarak serbestce
kullanilmasidir. Hebdige (1979) bu izlegin alt topluluklarda siyasal bir bagkaldir1 olabilecegini, ancak
ticari moda alaninda ¢ogunlukla “kiiltiirel yagma / miilksiizlestirme” ile sonuglandigini gosterir.
Geleneksel gebenek pelerinine ait goriiniimiin, arkasindaki askeri ve gdcer koruma anlam dizgesi
bilinmeden ¢agdas bir podyumda isimsiz bir etnik salas palto olarak sunulmasi ya da baslik bigiminin
alt metinsiz bir boyun aksesuarina indirgenmesi bu izlegin (stratejinin) baglamindan yoksun ticari
ciktilaridir.
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Déniisiimsel Aktarim Izlegi: Kiiltiirel kodlarin, belleksel islevleri korunarak ve yapisal déniisiim
asamalar belgelenerek bilingli bir sekilde yeniden yorumlanmasidir. Bu izlek (strateji), Yeziyeva nin
(2016) tez c¢aligmasinin tasarim uygulamasi alaninda en basarili sekilde uygulanmistir. Yeziyeva,
gelencksel kadin baslhigi (bokka) bigimini ¢agdas tasarima aktarirken, nesnenin 6zgiin goriiniimiinii
koruyarak 14-17. yiizyil Kabardey kurgan kazi izleri ve Balkar bolgesi erken donem Hristiyan kilise
duvar resimleriyle olan tarihsel-arkeolojik (kazibilimsel) benzerlikleri agiklayan kuramsal bir {ist metin
iiretmistir (Bittirova, 2008: 61; Miziev, 1991: 53).

Bu yaklagim, iist metin {iretimini zorunlu kilarak, tasarimcinin kaynak kiiltiire dair yerel
derinlige sahip olmasin1 ve ¢agdas alict icin tasarimi agiklayan bir koleksiyon bildirisini yazmasini
gerektirir.

Yorumlamanin Evrensel Boyutlar1: Kiiltiirel Aidiyet Sorunu

Kiiltlirel miras nesnelerinin kimin tarafindan, hangi hakla ve nasil yorumlanacagi sorusu, moda
sosyolojisinin en gerilimli tartisma alanlarindan biridir. Geleneksel bir giyim kusamin terminolojik ve
bi¢cimbilimsel kodlarini, onun yapisal islevini anlamadan tiiketmek, Stuart Hall’un (1997: 15) temsiller
politikast kurami gergevesinde somiirgecilik sonrasi (post-colonial) anlamsal baski riskini tetikler.
Karacay-Malkar maddi kiiltiirii s6z konusu oldugunda bu risk, halkin 2 Kasim 1943 yili (Karagay
Tiirkleri) ile 8 Mart 1944 (Balkar/Malkar Tiirkleri) tarihinde maruz kaldig: trajik siirgiin (deportasyon)
ve sonrasindaki kimlik olarak hayatta kalma miicadelesi nedeniyle son derece hassas bir etik diizleme
oturur.

02.11.1943 ile 08.03.1944 tarihlerinde Karagay-Malkar halkinin siirgiin edilmesi, sadece
fiziksel bir yer degistirme degil, aym zamanda kiiltiirel bellegin dizgeli bir yikimi olmustur.
Adobasheva, Uslu ve Giirbiiz’iin (2026) Kirgizistan arsiv belgeleri iizerinden yaptiklari ¢alismada,
siirgiin edilenlerin cogunun ayakkabi ve sicak giysi dahi olmadan yola ¢ikarildigi, Icisleri Halk
Komiserligi (NKVD) kontroliinde 06zel yerlesim bolgelerinde yasam miicadelesi verdigi
belgelenmektedir. Karaketov’un (2026) vurguladig: iizere, siirgiin slireci Karagay-Malkar halkinin
tarihsel ve kiiltiirel mirasinin ¢alisilmasini da ciddi sekilde sekteye ugratmis; 14 sene sonra 1956 yilinda
da doniis sonrasi bir¢ok kiiltiirel miras alan1 yikima ugramis, manevi kiiltiiriin 6nemli bir boliimii
kaybolmustur. Bu sarsic1 gegmis baglaminda, geleneksel giyim kusam basit bir giizellik nesne degil;
evlilik, s6z kesme, erginlenme (tdrensel giris) térenleri ve toplumsal kurallarla (Ozden Adet-Geleneksel
Tore) oriilmiis, ortak hafizanin ve siiziilmiis kusaklararasi emegin somut miilkiidiir (Bolurova, 2021);
(Yeziyeva, 2016).

Buna karsin, mutlak bir korumacilikla bigimlerin ¢agdas tasarima kapatilmasi da nesneleri
yasayan kiiltiiriin dismna iterek kiiltiirel bir yalitilmishga ve unutulusa mahkaim eder. Onerilen diisiinsel
aktarim g¢ercevesi, bu ¢ikmazi agmak adina kiiltiirel karsiliklilik ilkesini vazgecilmez bir toresel dlgiit
olarak koyar. Tasarimci geleneksel bicimlerden estetik bir fayda saglarken, es zamanli olarak o bigimin
baglamini, tarihini ve admi (terimler dizgesini) kiiresel moda kamusuna agiklamakla miikelleftir.
Karacay-Malkar malzemesi 6zelinde bu tdresel sorumluluk, cagdas bir koleksiyonda ¢epken veya
camgi’ (jamigi) bigimini kullanan bir tasarimcinin, iiriin etiketlerinden defile bildirisine kadar bu
bigimlerin Kuzey Kafkasya’nin Alan mirasi, erken donem Tiirk askeri kiiltiirii ve daglh toplumsal
yasantisiyla olan kopmaz baglarini diinyaya ilan etmesini gerektirmektedir.

Kiiresel Moda Alaninda “i¢i Bos Alinti” Uygulamalari: Somut Durum Céziimlemeleri

Yukarida kuramsal diizlemde tartisilan “i¢i bos alint’” ve “anlamsal asinma” kavramlarinin,
kiiresel moda alaninda nasil somut bicimler aldigin1 gdstermek amaciyla, Kafkasya kokenli geleneksel
giyim kusam bigimlerinin; 6zellikle Karagay-Malkar (Balkar) ¢epken, hazir cep diizenlemeleri, burka’
(camgt) ve muhar bork’in ¢agdas tasarim uygulamalarina aktarim siiregleri somut durum ¢éziimlemeleri
izerinden incelenmektedir. Bu boliimde ele alinan tasarimci ve markalar, yukarida tanimlanan Yapisalct
Soyutlama Izleginin kiiresel dlgekteki tipik drneklerini teskil etmektedir. Stuart Hall’un temsil politikasi
ve Roland Barthes’un mitoloji kurami ¢ergevesinde, bu bigimlerin asil etnik-kiiltiirel baglamlarindan
koparilarak estetiklestirilmis, yabancilastirilmis ve ticarilestirilmis gostergelere dontistiiriilme siiregleri
¢Ozlimlenecektir.
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Bu tasarimcilarin koleksiyonlarinda yer alan bi¢cimlerin kokeni-camg: ve kege pelerinler (Kafkas
erkek dis giyiminin ¢agdastirilmig halleri), Kafkasya sapkalarindan esinlenen bigimler, astragan kiirkler,
kadin gogiis siisii tiiyme’leri ve erkek cepken’nin gogiis kismindaki hazir fiseklerden ilham alinarak
olusturulmusg genis omuzlu siluetler ile keskin yiiksek moda (haute couture) tasarimlar-Kafkasya’nin
somut maddi kiiltiirii ile kiiresel moda alani arasindaki derin ve ¢ok katmanli bir diyalogun kanitidir. Bu
baglamda, calismada asagida sunulan Ulyana Sergeenko, Alexander Arutyunov, David Koma, Veronika
Basharatyan, Chanel, John Galliano ve A la Russe Moda Evi’nin koleksiyonlarindan derlenen gorsel
malzeme temel alinmaktadir. Koleksiyonlardaki bu bigimlerin asil etnik-kiiltiirel baglamlariyla kurdugu
gorsel iliskiyi somutlastirmak amaciyla ise, M. Yeziyeva’nin tezinden yalnizca birkag ¢izim ve fotografa
yer verilmektedir. Bu sinirli gorsel tercih, s6z konusu etnik-kiiltiirel bi¢cimlerin asil baglamlarina dair
kapsamli bilginin M. Yeziyeva’nin tezinde ayrmtili bir sekilde ele alimmis olmasindan
kaynaklanmaktadir. Dolayisiyla, bu bi¢imlerin maddi kiiltiir ve kullanim uygulamalar1 agisindan
derinlemesine incelenmesini arzulayan aragtirmacilar ve okuyucular, ilgili teze basvurarak daha genis
kapsaml1 bir ¢oziimlemeye erisim saglayabilirler.

Durum Coéziimlemesi 1: A La Russe-Bati Moda Evlerinde “Kafkas Ekzotik Unsurlar”

A la Russe Markasi: Anastasia Romantsova tarafindan 2010 yilinda kurulan A la Russe
markasi, Rus kiiltiiriiniin giizelligini ve tarihini zengin renkler, klasik siluetler ve geleneksel desenler
araciligiyla vurgulamaktadir (Fashion We Like, n.d.). Markanin koleksiyonlarinda Kafkasya motiflerine
rastlanmakla birlikte, bu motifler Rus kiiltiiriiniin bir pargasi olarak sunulmakta, Katkas halklarinin
kendine 6zgii kiiltiirel kimlikleri gormezden gelinmektedir.

bl

Gorsel 4-11: A LA RUSSE/ Anastasia Romantsova Sonbahar/Kis 2010/11; 2015/16; 2016/17; 2017/18,;

Sezon 2013/14; Haute Couture Koleksiyonu. Kafkas giyim kusam kiiltiiriine ait yapisal unsurlarin liiks moda
baglaminda yeniden insasi.

Durum Coziimlemesi 2: Alexander Arutyunov, Giircii-Ermeni Kokenli Tasarimc1 ve
Yerel Temsilin ikilemi

Alexander Arutyunov (d. Tiflis, Giircistan), 2011 yilinda Moskova’da kendi markasini kuran,
Giircii-Ermeni kokenli bir moda tasarimcisidir (Grokipedia, n.d.; Buro 24/7, 2013). Arutyunov’un
Kafkasya bagvurulari iceren koleksiyonlari su sekildedir:

a) 2011 “Giircii Dansgilar” (Georgian Dancers) Koleksiyonu: Bu koleksiyon, Arutyunov’un
Kafkasya temalarina ilk yaklasimidir ve Sergeenko’nun 2012 ¢erkeska koleksiyonundan Once
gelmektedir. Koleksiyonda geleneksel Giircii dans giyiminden esinlenen bigimler, islemeli ceketler ve
zengin tamamlayici aksesuar kullanimi dikkat ¢gekmektedir (Grokipedia, n.d.).

b) 2013 “Paradjanov” Koleksiyonu: Unlii Ermeni film ynetmeni Sergei Parajanov’un (1924-
1990) gorsel diinyasindan esinlenen bu koleksiyon, Kafkasya’nin mitolojik ve folklorik imgelerini
icermektedir (Buro 24/7, 2013).

Arutyunov’un durumu, “i¢i bos alint1” kavraminin sinandig1 6nemli bir vakadir. Bir yandan
tasarimci, Giircii-Ermeni kokenli olmast nedeniyle Kafkasya kiiltiiriine ait sayilabilir; 6te yandan
koleksiyonlarinin Moskova’da iiretilmesi, uluslararast moda alaninin kurallarina gore sergilenmesi ve
Rus segkinleri tarafindan benimsenmesi, bu aitligi karmasiklastirmaktadir. Arutyunov’un
koleksiyonlarindan sonra, Moskova ve Kafkasya’daki ¢ok sayida kii¢iik atdlye ve marka tarafindan
hazyr (figeklik) ayrintilarinin kopyalanmasi, asil kiiltiirel bigimin kitlesel ticarilestirilmesine yol
acmustir. Bu siireg, Walter Benjamin’in (1968) mekanik yeniden {iiretim kuramiyla benzerlik
gostermektedir: Asil 6z kaybolmakta, bigim yalnizca ylizeysel bir islup koduna doniismektedir.
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Gorsel 12-14: Alexander Arutyunov Sonbahar/Kis 2013-14; Ilkbahar/Yaz 2014.

Durum Coéziimlemesi 3: Chanel Moda Koleksiyonunda “Kafkas Ekzotik Unsurlar1”

Chanel “Paris-Moscou” Pre-Fall 2009 Koleksiyonu: Karl Lagerfeld’in yonetimindeki
Chanel, 2009 Pre-Fall koleksiyonunda Paris-Moskova temasini islemistir (Vogue, 2008; WWD, 2008).
Koleksiyonda kubbeli topuklar (Rus sogan kubbelerine gonderme), astragan kiirk detaylar1 (Katkasya
ve Orta Asya’nin kiirk kiiltiirline atif), altin islemeli kaftan bigimleri (Rus seckinlerinin Kafkasya etkisi),
kozak (Kazak) botlar1 ve askeri kiirk sapkalar (Imparatorluk Rusyasi’nin askeri estetigi) yer almistir.
Lagerfeld bu koleksiyonda ii¢ Rus temasimi birlestirdigini belirtmistir: Imparatorluk Rusyas1 (Biiyiik
Katerina’dan Fabergé’ye), konstriiktivizm ve Rus folkloru (WWD, 2008). Ancak bu birlesim,
Kafkasya’nim kendi kiiltiirel kimliginden cok, Rus Imparatorlugu’nun 6tekisi olarak konumlandiriimasi
anlamma gelmektedir. Kafkas bicimleri, Rus secgkinlerinin ekzotikasi (alisilmadik c¢ekiciligi) olarak
sunulmakta, Kafkas halklarinin kendi tarihsel ve kiiltiirel bellegi goriinmez kilinmaktadir.

Durum Coziimlemesi 4: David Koma, Giircii kokenli tasarimci ve “Coka”min Londra
moda haftasina aktarimi.

Giircti kokenli, Londra merkezli moda tasarimcist David Koma (Davit Komakhidze, d. 1989,
Tiflis), 2017 Sonbahar-Kis hazir giyim koleksiyonunda Kafkasya gondermelerini agik¢a kullanmistir
(Vogue, 2017; W Magazine, 2016; 5Eleven Magazine, 2024). Koma’nin bu koleksiyonu, daha 6nceki
calismalarinda etnik kokenine dair agik gondermeler barindirmamasina karsin, ilk kez Gircii kiiltiiriine
dogrudan atifta bulunmaktadir.

Koleksiyonun baglangic noktasi olarak Koma, erkek savas giysisi ¢erkeska’y1 (¢cepken) ve
Giircii ulusal dans1 Kartuli’yi belirtmistir. Tasarimlarda su unsurlar yer almaktadir: 1. Tiiylii lama yaka
ve etek uglar: Cerkeska’nin (¢epken) karakteristik kiirklii detaylarinin yeniden yorumlanmasi; 2.
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Kroseli-astarli biikiilmeler ve akrilik 1zgaralar: Cerkeska (¢epken) giyen erkeklerin fiseklik kayisinin
soyutlanmig hali; 3. Derin V yelek iistler ve yirtik omuzlu ceketler: Erkeksi estetigin kadinsi bigimlere
aktarimi; 4. Askeri kamuflaj desenleri: Savas giysisi gondermesinin cagdas Otesi yeniden
dizgelestirilmesi (Vogue, 2017).

Koma’nin koleksiyonu, Vogue tarafindan “Georgia on his mind” (Aklinda Giircistan var)
basligiyla degerlendirilmis ve tasarimcinin “Kartuli”’ dansit edip edemeyeceginizden bagimsiz olarak
koleksiyonun hayranlarini cezbedecegi belirtilmistir (Vogue, 2017). Bu ifade, “i¢ci bos alint1”nin en agik
orneklerinden biridir: Kiiltiirel bigimin asil baglami (Kartuli dansimin torensel anlami, ¢erkeska’nin
(¢cepken) erkeklik ve savageilik simgeselligi) tamamen gdz ardi edilmekte, bigim yalnizca estetik bir

|

gonderme olarak sunulmaktadir.

Gorsel 20-22: Vogue. (2017). David Koma Fall 2017 Ready-to-Wear Collection.

Durum Céziimlemesi 5: John Galliano Moda Koleksiyonunda “Kafkas Ekzotik Unsurlar”

John Galliano 2012 Sonbahar Koleksiyonu: John Galliano (Bill Gaytten donemi) 2012
Sonbahar koleksiyonunda, “seckinlik miras¢1” figlirli {izerinden tarihsel giyim kusamlara atifta
bulunmustur (Vogue, 2012). Koleksiyonda binicilik ceketleri, pelerinler ve Art Nouveau etkileri yer
almistir. Bunanla birlikte bazi1 koleksiyonlarinda Rus, Balkan, Cerkes, Orta Asya ve Kafkas halk giyim
kusamlarindan gii¢lii bigimde esinlenmistir; ancak bu motifler, Galliano’nun genel tarihsel eklektisizmi
iginde erimekte, 6zgiil bir etnik-kiiltlirel anlam tasimamaktadir.

Gorsel 23-25: John Galliano, 2010-2011 Sonbahar/Kis Koleksiyonun genelindeki dramatik unsurlar, 21.
ylizy1ilin bagindaki moda endiistrisinde tasarimcinin “yaratici direktdr” roliiniin bir sanat¢i kimligi ile ortiistigi
doneme dair veriler sunmaktadir.

Durum Coéziimlemesi 6: Ulyana Sergeenko, Kafkasya Motiflerinin Yiiksek Modaya (Haute
Couture) Aktarimi

Rus moda tasarimcist Ulyana Sergeenko (d. 1981, Ust-Kamenogorsk), 2011 yilinda kendi
ismini tasiyan haute couture markasin1 kurmustur. Eski bir fotografci ve moda editorii (yayimlayicisi)
olan Sergeenko, Rus secgkinleri ve Sovyet 6zlemi iizerine kurulu bir giizellik anlayis gelistirmistir.
Tasarimcinin koleksiyonlarinda Kafkasya atiflar1 en belirgin sekilde iki donemde kendini gostermistir
(Vogue, 2012; WWD, 2012; Vogue, 2015).
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a) 2012 Sonbahar Haute Couture Koleksiyonu: Bu koleksiyonda Sergeenko, ¢erkeska’nin en
ayirt edici unsurlarini (hazir cep diizenlemelerini), karakiilden (astragan) yapilma dis giyim
bicimlerini, kaftan kesimini (yaka ve yirtmag 6zelligi) ve bicimlendirilmis gogiis siisii (¢ziyme)
detaylarini, haute couture giysilerine uyarlamis. Natalia Vodianova’nin® markanin Paris ¢ikis
defilesinde giydigi bu tasarimlar, Rus ve Hollywood seckinleri arasinda genis yanki
uyandirmistir (Vogue, 2012; WWD, 2012).

Gorsel 26-27: Kaynak: Sergeenko, U. (2012). Sonbahar Haute Couture Koleksiyonu.

b) 2015 Sonbahar Haute Couture Koleksiyonu: Sergeenko 2015 yilinda ¢erkeska temasia
bir kez daha donmiis, bu kez burka (camgi) bigimini da koleksiyona dahil etmistir. Bu ikinci yaklagim,
ilk koleksiyondaki bicimleri daha da soyutlayarak, Kafkasya atiflarim1 bir “Rus ekzotikas1” giizellik
anlayisinin pargasi olarak yeniden konumlandirmistir (Vogue, 2015).

Sergeenko’nun uygulamasi, “i¢i bos alinti”nin tipik bir 6rnegidir. Asil etnik-kiiltiirel baglam ile
moda endiistrisindeki yeni baglam arasindaki iliski Tablo 3°de 6zetlenmektedir:

Gorsel 28-31: Ulyana Sergeenko Spring 2015 Couture (ilkbahar 2015 Haute Couture).
Kadife detayli crop top ve yiiksek bel pantolon kombinasyonu.

Tablo 3: Ulyana Sergeenko Koleksiyonlarinda “I¢i Bos Alint1” Isleyisi

No Asil Etnik-Kiiltiirel Baglam Moda Endiistrisindeki Yeni Baglam

1 | Hazir cepleri: Savaggr erkegin fisek tasima | Dekoratif dikis detayr olarak kullanim;
uygulanabilirligi ve erkeklik toreni islevsellikten arindirtlmig

2 | Cerkeska (Cepken): Topluluk kimligi, toplumsal | “Rus ekzotikas1” estetiginin bir unsuru;
konum gostergesi, savag hazirligi seckinlik 6zlem
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3 | Camgr: Kafkas erkegin kece pelerini; kirsal yasam, | Giizellestirilmis aksesuar; asil anlamindan
iklim korumasi ve erkeklik toreni (dogum, olim, | koparilmis, cinsiyet kodu gérmezden gelinmis
arkadaslik)

4 | Karakiil (astragan): Kafkasya’nin yerel ekonomisi ve | Liiks malzeme olarak kullanim; cografi kokeni
hayvancilik kiiltiirii silinmig

Bu aktarimda, 19. yiizy1l Rus subaylarinin ¢erkeska (¢epken) giymesiyle baslayan 6teki kiiltiire
Oykiinme gelenegi, ¢cagdaslik sonrasi (postmodern) moda alaninda tersine donmektedir: Artik Kafkas
bigimleri, Rus/Avrupa moda alan1 tarafindan 6teki olarak diizellestirilmekte, ancak bu &tekinin kendi
sesi, tarihi ve kiiltiirel bellegi dizgeli olarak diglanmaktadir.

Durum Coéziimlemesi 7: Veronika Basharatyan, Malkar-Ermeni Koékenli Tasarimei ve
“Balkaria” Koleksiyonu

Malkar-Ermeni kokenli moda tasarimcisi Veronika Basharatyan, 2012-2013 sezonunda
Moskova Moda Haftasi’nda ‘“Balkaria” adli koleksiyonunu sergilemistir (Models.com, n.d.).
Koleksiyon, geleneksel Balkar kadin giyiminin siluet, renk ve estetik kodlarin1 koruyarak ¢cagdas moda
baglamina aktarmasi bakimindan, etnik unsurlarin yalnizca dekoratif bir 6ge olarak kullanilmasindan
ote, kiilttirel bellegin siirdiiriilebilirligine katkida bulunan bir tasarim pratigi olarak degerlendirilebilir.
Kafkasya desenleri ve islemeleri igermesi nedeniyle bazi g¢evrelerde tartisma yaratmis; ancak
Basharatyan, koleksiyondaki tiim iglemelerin ve kol siislemeleri detaylarinin, Kafkas kostiimlerini
yeniden yaratan moda tasarimcisi Madina Khatsukova tarafindan elde yapildigini agiklamistir.
Koleksiyonda sanatg1 Aidan Salahova’nin giydigi tasarimlar ve Basharatyan’in kendisinin giydigi asil
bir gogiis siisii (tiiyme) dikkat cekmektedir. Bu #iyme’nin Kabardino-Balkarya Cumbhuriyeti
Miizesi’nden 6diing alinmis olabilecegi belirtilmektedir.

Basharatyan’in koleksiyonu, “igi bos alint1” karsitt bir uygulama olarak degerlendirilebilir.
Ciinkii: 1. el isciligi ve geleneksel tekniklerin kullanimi (Khatsukova’nin elde islemesi), bigimin asil
iiretim baglamina bir bag kurmaktadir; 2. miize nesneleriyle diyalog (asil bir fiiyme’nin kullanimi),
koleksiyonun geleneksel nesnelerle dogrudan iligki kurdugunu gostermektedir; 3. Karacay-
Balkar/Malkar kimliginin ifadesi, tasarimcinin kendi etnik kokeninden hareket etmesi, bigimin disaridan
bir gozle degil, iceriden bir deneyimle yeniden iiretildigini ima etmektedir. Ancak koleksiyonun
Moskova Moda Haftasi'nda sergilenmesi ve uluslararasi moda alanmin kurallarina gore
degerlendirilmesi, bu yerellik iddiasinin da kiiresel moda alanimmin mantigi iginde eridigini
gostermektedir.

s L -
Gorsel 32-37: Veronika Basharatyan {lkbahar/Yaz Koleksiyonu 2012/13.

Karsilastirmah Coziimleme: “i¢i Bos Alint1” Yelpazesi

Yukarida ele alinan durum g¢o6ziimlemeleri, “i¢i bos alinti”nin bir yelpaze olarak isledigini
gostermektedir (Tablo 2). Yelpazenin bir ucunda, asil etnik-kiiltiirel baglami tamamen silen, bi¢imi
yalnizca estetik bir gosterene indirgeyen uygulamalar (Sergeenko, Chanel, Galliano); diger ucunda ise,
geleneksel teknikler, yerel zanaatkarlar ve miize nesneleri araciligiyla asil baglami korumaya calisan
uygulamalar (Basharatyan) yer almaktadir. Ancak kiiresel moda alaninin yapisal mantigi, bu yelpazenin
tamamini “i¢i bog alint1”’ya dogru ¢eken bir gii¢ olarak islemektedir.
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Tablo 4: Kiiresel Modada Kafkasya Bicim’lerinin “I¢i Bos Alint1” Yelpazesi

No | Tasarimci/Marka Etnik Koleksiyon(lar) Asil Baglam Kiiresel Moda
Koken Koruma Alaninin icinde
Konum
1 | AlaRusse Rus Cesitli yillar Yok-Rus kiiltiirti | Moskova/
icinde eritme Londra
2 Alexander Gircii- 2011, 2013 Kismi-Folklorik atif Moskova Moda
Arutyunov Ermeni Haftasi
3 | Chanel Fransiz 2009 Pre-Fall “Paris- | Yok-Rus Paris Pre-Fall
Moscou” Imparatorlugu
ekzotikast
4 | David Koma Gircii 2017 Sonbahar-Kis Kismi-Kisisel anlati Londra Moda
Haftasi
5 | John Galliano Ingiliz 2012 Sonbahar Yok-Tarihsel Paris Moda
eklektisizm Haftasi
6 | Ulyana Sergeenko | Rus 2012,2015 Haute | Yok-Tam Raris Haute
Couture estetizasyon Couture
7 | Veronika Malkar- 2012-2013 “Balkaria” Yiksek-El  is¢iligi, | Moskova Moda
Basharatyan Ermeni miize nesneleri Haftasi

Bu durum c¢oziimlemeleri, kiiresel moda alaninda Kafkasya geleneksel giyim kusam
bigimlerinin nasil dizgeli olarak asil etnik-kiiltiirel baglamlarindan koparildigin, estetiklestirildigini ve
ticarilestirildigini gostermektedir. “I¢i bos alint1” diizenegi su sekillerde islemektedir:

a. Islevsellikten armdirma: Oziin kayb1 ve benzetim

Hazir ceplerinin figek tasima islevinin yitirilmesi ve ¢erkeska’nin (¢epken) savas giysisi
anlammin silinmesi, Walter Benjamin’in (1968) “mekanik yeniden iiretim g¢aginda sanat eseri”
kavramlagtirmasiyla dogrudan oOrtiismektedir. Asil bigimler, kiiltiirel uygulamalar iginde yer
aldiklarinda bir 6z’e, yani belirli bir zamana ve mekana ait olmanin getirdigi 6zgiinliige ve
dokunulmazliga sahiptir. Moda alaninin bu bic¢imleri koleksiyonlarina aktarmasi, Benjamin’in
tammiyla, eserin torensel degerinin gosteri degerine doniistliriilmesi siirecidir. Jean Baudrillard’in
(1994:12) benzetim kurami agisindan bakildiginda ise, bu bicimler artik bir dayanak noktasi olmayan,
yani fisek tasima ya da savas giysisi olma islevini tasimayan asir1 gercek isaretler haline gelir. Onlar,
gosterenin gosterilenden koparildigi, aslin yerine kopyasinin gectigi bir benzetim diizlemine tasinir.

b. Torensel olandan estetige indirgeme: Mitoloji ve dykiinme

Kartuli dansinin torensel anlaminin, koleksiyonun gorsel etkisine indirgenmesi, Roland
Barthes’in mitoloji kurami ile agiklanabilir. Barthes’a gore mitoloji, birincil bir anlam dizgesi
(gosteren/gosterilen) ikincil bir mitolojik dizgenin gostereni yaparak, tarihsel ve kiiltiirel gercekligi
dogallastirir. Kartuli dansi, Giircli toplumsal belleginde belirli bir téren, toplumsal cinsiyet ve ortak
hafiza uygulamasi olarak anlamlandirilken; moda alaninda bu gosteren, ekzotik hareketlilik veya gorsel
canlandirma gibi soyut bir gosterilene indirgenir. Bu siireg, Fredric Jameson’in (1991:16) dykiinme
kavramiyla da iligkilendirilebilir: Jameson, Oykiinmenin parodiyle karistirilmamasi gerektigini,
parodinin alayci bir mesafe kurdugu asil anlamin 6ykiinmede artik mevcut olmadigini belirtir. Kartuli
dansinin moda podyumlarindaki kullanimi, tam da bu anlamda bir dykiinmedir; asil torensel anlami
olmayan, ylizeysel bigemlerin rastgele bir araya getirildigi, par¢calanmig bir estetik uygulamadir.

c. Cografi ve tarihsel belirsizlestirme: Temsiller politikasi ve mitolojik dogallastirma

Kafkasya’nin belirli bir cografya, tarih ve politik deneyim yerine, genel bir etnik veya ekzotik
gosterene doniistiiriilmesi, Stuart Hall’in “temsiller politikas1” kurami ile elestirel bir okumaya agilir.
Hall’a gore temsiller, yansitici degil, tiretici uygulamalardir; 6tekini temsil eden giig, ayn1 zamanda onun
iizerinde tanimlama ve sinirlama hakkini da elinde tutar. Kafkasya’nin moda alaninda “ekzotik Dogu”
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olarak belirsizlestirilmesi, Hall’mm vurguladigi {iizere, temsil edilenin kendi sesinden ve kendi
anlatisindan koparilarak, giiclii olanin bakis agisiyla yeniden insa edilmesidir. Bu belirsizlestirme,
Barthes’in mitoloji kurami ile bir kez daha kesisir: Kafkasya’nin tarihsel ve cografi belirginligi,
mitolojik bir dogallastirma islemiyle her yerden biraz olan, zamansiz bir etniklik gdsterisine indirgenir.

d. Sahiplik Iliskisinin Yeniden Kurulmasi: Simgesel Giig

Bicimin asil sahiplerinin (Karagay-Malkarlar/Balkarlar, Cerkesler, Giirciiler, vb.) yerine,
kiiresel moda alaninin ve onun tiiketicisinin sahiplenmesinin ingasi, Pierre Bourdieu’niin simgesel gii¢
kavramiyla en giicli bigimde iliskilendirilebilir. Bourdieu’ye gore simgelik gii¢, giiciin en etkili
bicimidir; ¢iinkii temsil edilen, bu giiciin kendisine uygulandigin1 fark etmez, hatta bu temsili kendi
yararina kabul eder. Kafkas halklarinin kiiltiirel birikimi, onlarin kendi sesleri ve anlatilar1 disinda,
kiiresel moda alaninin diliyle yeniden {iiretilmekte; bu yeniden iretim, asil sahiplerinin kiiltiirel
sermayesini goriinmez kilmakta, ancak ayn1 zamanda bu sermayenin ekonomik degerini kiiresel pazar
icin somiirmektedir. Bourdieu’niin (1991:51) kiiltiirel sermaye ve sembolik iktidar kavramlar1 bu
baglamda, moda alaninin Kafkas bigimlerini nasil bir sahiplenme ve yeniden adlandirma uygulamasi
olarak ele gegirdigini gostermektedir.

Sonug olarak, bu durum ¢éziimlemeleri “i¢i bos alint’”nin sadece bir {islup tercihi degil, kiiresel
moda alaninin yapisal bir 6zelligi oldugunu gostermektedir. Jean Baudrillard’in benzetim diizleminde,
Benjamin’in kutsal 6zii kaybolmus bigimler, Jameson’in 6ykiinme mantiiyla bir araya getirilerek,
Barthes’in mitolojik dogallastirmasiyla dogal ve evrensel estetik isaretler olarak sunulurken, Hall’in
temsiller politikas1 ve Bourdieu’niin sembolik gii¢c kuramlari, bu siirecin kimlik, iktidar ve ekonomik
sOmiirii baglaminda nasil isledigini agiga ¢ikarir. Karagay-Malkar (Balkar) Tiirklerinin geleneksel giyim
kusam terimler dizgesindeki kiiltiirel kodlarin korunmasi ve aktarilmasi, bu alansal mantigin diginda,
yerel topluluklarin kendi etnik-kiiltiirel belleklerini canli tutma uygulamalar1 araciligiyla miimkiin
olabilir.

Sonug¢
Teorik katki

Bu aragtirma, giyim kusam yazinina ve etnik-tasarim kaynaklarina ii¢ temel teorik katki
sunmaktadir:

Birincisi; Karagay-Malkar geleneksel giyim kusam terimler dizgesini ¢oziimleyici bir diizlemde
incelemek amaciyla kiiltiirel bellek kurami (Assmann, 2011), moda gosterge bilimi (Barthes, 1983) ve
kiiltiirel kodlarmn ikililigi kuramini (Davis, 1992) birlestiren biitlinlesik ve tamamlayici bir kavramsal
gerceve Onerilmistir. Bu gerceve, insanbilimsel/toplumbilimsel bilimsel betimleyici tasvirler
(Kuznetsova, 1982; Studenetskaya, 1989; Bittirova, 2008) ile gdrgiil moda tasarimi uygulamalar
arasinda Gteden beri var olan yapay yontembilimsel kopuklugu ortadan kaldirmaktadir.

Ikincisi; somut olmayan kiiltiirel miras unsurlarinin ¢agdas giysiye doniistiiriilmesindeki
karmagik gdstergebilimsel siireleri yapilandiran “Ug Asamali Aktarim Ornegi” (Ayiklama-Déniisiim-
Eklemlenme) gelistirilmistir. Bu 6rnek, kiiltiirel kodlarin ¢agdas tasarim sdyleminde yapisalci olmayan
ve diisiinsel olarak yeniden yorumlanmasina olanak taniyan evrensel bir yontembilimsel ara¢ takimi
saglamaktadir.

Ugiinciisii; ticari moda alanmin ve kiiresellesmenin yarattigi baglamindan koparma isleyislerini
aciklamak {izere, kaynaklara anlamsal aginma ve “i¢i bos alint1” kavramsal araglari kazandirilmistir. Bu
kavramlar, geleneksel bigimlerin belleksel kdklerinden koparilarak salt birer gorsel siisleme nesnesine
indirgendigi baglamindan uzaklastirma siireclerini elestirel bir bigimde sorunlastirmayir miimkiin
kilmaktadir.

Uygulamah Katki

Uygulamali tasarim ve alan uygulamalar agisindan bu ¢alisma, kiiltiirel-sorumluluk tasiyan
tasarim yaklasimi i¢in somut bir yontembilimi ortaya koymaktadir. Yeziyeva’'nin (2016) tez ¢alismast,
bu yontembiliminin gorgiil olarak dogrulanmis ilk 6rnegidir. 571 katalog unsurunun bi¢imbilimsel
tasnifinden 6zgiin koleksiyon iiretimine kadar uzanan siire¢, ¢eviri katmani kavraminin uygulamada
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nasil isledigini gostermektedir. Yerel terimler dizgesi (¢epken, gebenek, baslik, cubur, hazir, camgr) ile
cagdas tasarimin evrensel dlciitleri (goriiniim, doku, bigim, kalip yapisi) arasinda koprii vazifesi géren
bir ceviri katmaninin bdliimlendirilerek kurgulanmasi, tasarimcilarin kiiltiirel kodlar1 yiizeysel
taklitlerden kaginarak bilingli ve derinlikli bir bi¢imde yonetmesini saglamaktadir.

Onerilen ii¢ asamali aktarim ornegi ve diisiinsel aktarim izlegi (yontemi), yiiksekdgretim
kurumlarinin tekstil ve moda tasarimi egitim miifredatlarina (STEAM!' ve Al tabanh tasarim 6geleri
dahil) kritik birer diislinsel yansima ve tasarim araci olarak biitlinlestirilecek niteliktedir.

Smirhiliklar ve Gelecek Calisma Yonelimleri

Bu arastirmanin bazi yontembilimsel simrliliklar1 bulunmaktadir. Onerilen biitiinlestirici
kavramsal cerceve su asamada agirlikli olarak kuramsal ve bigim bilgisel bir nitelik tasimakta olup,
Karagay-Malkar somut olmayan kiiltiirel mirasiyla g¢aligan farkli tasarimcilarin deneye dayal
koleksiyon uygulamalar1 ve 6rnek olay incelemeleri lizerinden daha genis bir gorgiil dogrulama ihtiyact
duymaktadir. Ayrica c¢oziimlemeler, terimsel ve toplumsal-gostergebilimsel diizleme odaklanmus;
geleneksel zanaat tekniklerinin (kece isciligi, dericilik, geleneksel dokuma diizenekleri) kalip-iiretim
iligkileri lizerindeki teknik ince ayritilar1 sonraki agamalara birakilmigtir.

Bu dogrultuda, gelecek arastirmalarin su dort temel eksene yonelmesi 6nerilmektedir:

1. Gelistirilen i¢ asamali ¢eviri 6rneginin Karagay-Malkar maddi kiiltlir verileri tizerindeki
islevselligini smayacak deneysel tasarim uygulamalari ve gorglil durum c¢alismalarinin
gergeklestirilmesi.

2. Geleneksel giyim kusam kiiltiiriine ait terimler dizgesinin koken bilimi, islevsel, kalipsal ve
torensel cagrisimlarini ve gorsel bagvurularini iceren, anlamsal etiketlemeye sahip sayisal (dijital) etnik-
tasarim arsivlerinin olusturulmasi.

3. Tarihsel kodlar1 diisiinsel aktarim izlegiyle doniistiiriilmiis cagdas tasarim liriinlerinin, hedef
kitle ve kiiresel tiiketici algisindaki gdsterge bilimsel alimlama diizeylerinin incelenmesi.

4. Kuzey Kafkasya somut olmayan kiiltiirel miras unsurlarinin kiiresel moda alaninda toresel
ihlallere ugramasini engellemek adina, yerel topluluklarin haklarimi gbzeten kiiltiirel karsiliklilik ve
toresel tasarim tutanaklarinin uluslararasi diizeyde gelistirilmesi.

Son Not

(1) Cerkeska, ¢uha, ¢coha, ¢ukha, Kafkas halklarmin bir tiir dis giysisidir. Giiniimiizde giinliik giyim olarak kullanim1 neredeyse
tamamen ortadan kalkmis olsa da tdren, diiglin veya senliklerde giyim olarak konumunu korumustur. Karagay-Malkar (Balkar)
yorede cepken olarak adlandirilmaktadir.

(2) Alanlar ve Aslar-Balkarlar’la Karagaylar’m atalaridir. Hun-Bulgar topluluklar1 gibi, Alan-Aslar da Iskit-Sarmat
topluluklarinin etnik torunlaridir. Alanlar, kendilerini bdyle adlandirdiklart gibi, bazi yazili kaynaklarda Aslar olarak da
antlirlar ve Kuzey Kafkasya’da M.S. ilk yiizyillardan itibaren bilinmektedir. Ancak burada asil yerlesimleri 4. yiizyilda
baglamistir. Fakat 4-7. yilizyillarda, Hun-Bulgar ve Hazar topluluklarinin egemen oldugu bdlgede 6zel bir siyasi rol
oynamamusglardir. Sadece Hazar Kaganliginin tamamen yikilmasinin ardindan, 9. yiizy1ilin ortalarinda Alanlar i¢in daha elverisli
kosullar dogar ve tarih sahnesinde Kuzey Kafkasya’da baskin gii¢ olarak ortaya ¢ikarlar, Bizans, Kafkasya ve Giiney Rusya’nin
uluslararasi iliskilerinde aktif rol oynamaya baslarlar (1.M. Miziev, Istoriya Karachayevo-Balkarskogo naroda s drevneyshikh
vremen do prisoyedineniya k Rossii).

(3) Cuba- Karagay-Malkar kadnlari tarafindan giyilen deriden yapilmis korse.
(4) Camgi (Jamigi) -Malkar dialektinde jamigt olarak kullanilmaktadir.

(5) Burka (Avarca: burtina, Adigece: klaklo, Azerbaycan Tiirkgesi: yapinci, Ermenice: Gpppppppppppppppp At (aveenakach),
Giirciice: bsdoo (nabadi), ingusca: ferta, Kabardey-Cerkesce: shchlaklue, Karagay-Malkarca (Balkar): camgt (jamigi),
Lakca: varsi, Lezgince: barkyar (vapunzhi), Kumukca: yamgi, Osetce: nymeet, nimeet, Cegence: verta, koyun yiiniinden
yapilmis beyaz, siyah veya kahverengi renkli bir tiir kolsuz pelerindir.

(6) Tiiyme-Gogiis Siisii/Gogiislikk, Kuzeybati ve Orta Kafkasya’nin dagl kadinlarinin geleneksel kadin giyim kusaminin bir
parcasidir ve kdkenini kaftangik (kiiglik kaftan) ad1 verilen giysiden almaktadir.
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(7) Tuhtiiy- (Karagay-Malkar dilinde), kaytan, altin veya giimiis iplikten Oriilmiis yuvarlak kiigiik top bigciminde diigme.
Erkeklerde gomlek yakasini kol yenlerin, ¢erkeska yakasini; kadinlarda yine ¢epken yakasini tol yenlerini kapatmak i¢in
kullanilir.

(8) Natalya Vodyanova (d. 28 Subat 1982, Nijni Novgorod, SSCB), Rus model, hayirsever, girisimci ve konusmacidir. Natalya
Vodyanova, yoksulluktan zenginlige uzanan yasam &ykiisii ve Calvin Klein ile sekiz sezonluk, yedi rakamli sdzlesmesiyle
taninir.

(9) Aidan Salahova (Azerbaycan Tiirkgesinde: Aydan Tair qiz1 Salahova’®; d. 25 Mart 1964), Azerbaycan kokenli Sovyet ve
Rus ressam, galerici ve toplum aktivistidir.1992 yilinda Moskova’da Aydan Galerisi’ni kurmustur. Salahova’nin eserleri, basta
Devlet Tretyakov Galerisi, Moskova Cagdas Sanat Miizesi, Ekaterina Kiiltiir Vakfi, Frangois Pinault Vakfi, Tate Modern ve
Boghossian Vakfi olmak iizere birgok 6zel ve kamu koleksiyonunda yer almaktadir. Eserleri ayrica I. Halilov, Matan Uziel
ailesi, P. K. Broshe, T. Novikov, V. Nekrasov ve V. Bondarenko gibi koleksiyonerlerin 6zel koleksiyonlarinda da
bulunmaktadir.

(10) STEAM, bes temel disiplinin bir araya gelmesiyle olusan disiplinler arasi bir egitim ve {iretim yaklasimidir. ingilizce bas
harflerinin birlesmesinden olusur: (Science (Fen/Bilim); Technology (Teknoloji); Engineering (Mithendislik); Arts
(Sanat/Tasarim); Mathematics (Matematik)).
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