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CHAPTER 1
FASHION DESIGN

1.1 DEVELOPMENT OF FASHION DESIGN

anufacturers are the companies that produce
M fashion. Each firm is defined by its customers
and identified by its particular style.

The three major divisions of a clothing company
are design, production, and sales. Each is related with
and dependent upon the others. The design department
creates the new styles, within the company’s image or
identity; the sales department markets each line, act-
ing as a liaison between the manufacturer and the re-
tailer. This chapter explains how a manufacturer’s line
is developed and discusses fashion design elements and
principles, including color and fabrication. It then de-
scribes the development of the sample line and analyzes
line selection. The chapter is devoted primarily to
women’s wear because it is the focus of the industry,

having more seasonal styling changes.

Line Development

Traditionally, manufacturers specialized in a par-
ticular styling category, price range, and size of
clothes. Today, however, they are tending to expand
by adding diversified lines. Many manufacturers have
broadened their product lines to include other style

categories, or size and price ranges, but they have separate



divisions and/or label names for ecach. For example, a
missy dress manufacturer might add large or petite si-
zes; a shirt house might add coordinating sportswear.
As manufacturers diversify, they need to keep their i-
dentity oriented toward the customers they hope to please.
Pearl Nipon, designer and partner (with her hus- Pearl Nipon
band, Albert Nipon) in a dress-manufacturing busi-
ness, might consider herself her own typical customer;  Albert Nipon
“I used myself as the criterion [for starting our busi- -
ness |. The reason we have been a success is because the
need was there. Other women felt exactly as I did. ..
I’'m our model. When I put something on, if it feels
good, I know it’s a winner. If it doesn’t feel good, it
doesn’t make the line.” However, although it is easier
for a designer to be his or her own typical customer,
the situation rarely exists. One of the hardest things
for a designer to do is to judge fashion apart from per-

sonal preference.

Seasons

Each season, the design department is responsible
for creating a new line, the seasonal collection that the
manufacturer will sell to retail store buyers. The terms
are synonymous: collection is used primarily in Europe
and for high-priced lines in the United States; line is
used more often in the United States, for moderately
and popularly priced fashion. Designers and merchan-
disers work on two or more lines at once, designing a
future line while solving problems of the line that is a-
bout to be shipped. Work on a new line begins approxi-
mately eight months before the selling season. Compa-
nies that produce high volume and depend on less inno-
vative styling plan even further ahead. Designers must
think ahead to the season when the garment will be
sold and worn. For example, a velvet dress to be worn

in December must be designed in May.
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Most companies produce four or five seasonal lines
a year: spring, summer, transitional, fall, and holiday
or possibly resort. Even these divisions are becoming
less distinct: many manufacturers, such as Liz Clai-
borne, constantly fill in their lines with new items,
shipping to stores almost monthly. Manufacturers that
conform to a structured number of lines per year may
add additional items they call sweeteners in order to re-

spond quickly to customer needs.

Product Development

In a small company, the design and merchandising
functions of product development may be headed by
one person. In some cases the owner assumes some of
the merchandising responsibilities. In a large company,
product development is usually a team effort involving
a designer, a merchandiser. and their assistants.

Merchandising The merchandiser concentrates on
the planning, organizational, and sales aspects of the
business. Merchandising is planning to have the right
merchandise at the right time in the right quantity and
at the right price to meet the needs of the company’s
target consumers. Each company has financial goals,
set by company executives, that allow for (1) the cost
of producing and marketing fashion, (2) operating
costs, and (3) a profit.

The first step in line development is to decide how
many groups are needed per season to meet both the
demands of retailers and the financial goals of the man-
ufacturer. A dollar merchandise plan is established for
each line per season. The previous year’s actual sales
are used as a basis for projected sales goals.

Next, company executives, the merchandiser,
and/or the designer develop a merchandising plan, de-
termining the line concept and the approximate number

of styles and fabrics required to meet sales goals. The
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merchandiser sets up a schedule of deadlines for sty-
ling, finished samples, and production working back-
ward from the required shipping dates.

The Designer The designer creates the styles, giv-
ing form to fashion ideas. The designer must also su-
pervise pattern making and sample making, seeing the
line through to a successful completion. The designer is
concerned with and/or responsible for all the areas dis-

cussed in the rest of this chapter.

Women’s Wear

Items Some manufacturers produce single items
that do not relate to each other. In this case, coordina-
tion of a group or of a line is not required. However,
each garment must be strong enough to stand alone,
not depending on the strength of other garments in the
group. Such garments are often produced by a knock-
off house.

A knockoff is a copy of someone else’s design, u-
sually a garment that is already a best seller for another
manufacturer. For that reason, knockoff houses can
safely invest in volume production. They simply buy a
particular garment, make a pattern from it, order
large quantities of the same fabric, and have the gar-
ment manufactured in volume. The knockoff, howev-
er, often misses the fine points of fit and construction
and may substitute a cheaper fabric or trim. Production
and fabric costs are lower because of the huge quanti-
ties produced. Moreover, the knockoff house does not
have to spend money on design development.

The essentials for the knockoff firm are acute
awareness of what garments are selling well at the re-
tail level; speed of production (timing is crucial if the
firm is to capitalize on the success of a style); and vol-
ume sales. A retail buyer, after seeing well in a store

may choose to have it copied by an item house exclusi-
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vely for that store. The system seems very unfair to the
creative designer. There have been attempts to patent
clothing designs, but it is nearly impossible because of
the fast pace of the industry and the time involved in
patent application. By the time a design is granted a
patent, the garment is no longer in fashion.

Groups Many lines are divided into groups of gar-
ments. Each group has a specific theme based on fab-
ric, color, or a particular fashion direction. Ideas for
the theme come from trend research and other design
sources, color, or fabrics. Sometimes the design for
one garment may inspire a whole group. The styling
within each group should have variety yet carry out the
central theme.

To present a visually pleasing group of dresses, the
line need have only a few elements in common, such as
a fabric or color story. Often a manufacturer emphasi-
zes only a few silhouettes (called bodies in the trade) ,
interpreting each of them in several prints, or it will
feature one print in a variety of styles. Within the
group, the dresses must offer a variety of silhouette,
sleeve treatments, necklines, and other details.

In coordinated sportswear, the objective is indi-
vidual pieces that mix and match interchangeably. Fab-
ric combinations are carefully thought out. There
should be a good variety of coordinating skirts, pants,
jackets, shirts or blouses, and other tops in each
group. However, there should still be consistency of
theme, with color, fabric, and line or detail tying the
whole group together. To round out the group, basic
styles are needed as well as fashion pieces. The number
of pieces or styles in the group is determined by the
statement the designer wishes to make, the importance
of the fabric. and the group’s importance in the line.

In a separate sportswear group, pieces do not have

to coordinate; there must be a variety of styles and fab-



rics (solids and prints) to please various consumer

tastes. The main difference between coordinated
sportswear and separates is the way they are sold. Both
are visually pleasing. However, coordinates are sold as

a package, separates individually.

In all line or collection merchandising, it is important

that each garment be salable on its own design merit.

Men’s Wear

Compared with women’s wear, men’s clothing is
still basically conservative, especially in the styles re-
quired in the business office. There is very little fash-
ion innovation from one season to the next. Only re-
cently has there been any designer men’s wear, and it
constitutes only a small percentage of the men’s apparel
business. The most exciting change is the fashion inno-
vation in young men’s wear. The androgynous look fos-
ters men’s wear that borrows design ideas from
women’s wear, and vice versa.

Men’s suits are treated as individual units. Al-
though they are not called items, their appeal cannot
depend on the strength of a group theme. The
manufacturer’s objective is to include a variety of col-
ors and suiting in the line, providing wide choice for
both the retail buyer and consumer. The three main
styling factors in men’s suits are fit, fabric, and silhou-
ette. Therefore there is generally little detail change
from season to scason; the ideal is a timeless classic.

Men’s sportswear is still in the experimental stage.
Generally, a men’s sportswear group consists of related
separates, pieces that go together but without obvious
visual effect. A group may include pants, jackets,
vests, shirts, and sweaters. It is important that a group
have a central color theme carried out in a variety of

related fabrics.
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Element of Design

Keeping the theme of the group in mind, a desig-
ner must incorporate in each garment a pleasing combi-
nation of all the elements of good design. These ele-
ments are color, fabrication, line., shape., and detail.
One of them usually predominates in a design. These
same ingredients are essential to every art form, but
they alone are not a recipe for success, and they cannot
substitute for experience. Fashion changes continually;

there are no hard and fast rules.

Color

Color can be the basis for a whole group or line. It
is the first element to which consumers respond. People
relate personally to color, usually either selecting or re-
jecting a garment because of its color appeal. There-
fore, designers must consider their customers and pro-
vide colors that are both appealing and flattering.

People relate personally to color because it causes
emotional responses, some of them based on events in
their lives and on their culture. People in many agricul-
tural countries, who have deep roots in folk traditions,
have been exposed to different uses of color from peo-
ple who live in business-oriented Western countries.

People connect certain colors with holidays and
seasons. They expect to see the colors of autumn leaves
in fall clothing, reds and greens for the winter holi-
days, the pastels of flowers in the spring, and refresh-
ing white for the summer. All manufacturers include

some of these colors in their lines.

Color Dimensions Color has three different di-
mensions: hue, value, and intensity.
Hue enables us to tell one color from another,

such as red from blue or green.



Value refers to the use of darks and lights; it is the
variation of light strength in a color. The value scale
runs from white to black. White is pure light, black
the total absence of light; adding white lightens a color
and adding black darkens it. The lighter values are
called tints and the darker ones shades. Every garment
has value contrasts, even if only those created by nor-
mal gathers and folds. Strong value contrasts (pure
black against pure white is the strongest) achieve a dra-
matic effect. Close value contrasts lend a more conser-
vative, refined impression that is easier for the average
person to accept.

Intensity is the relative brightness (strength) or
paleness (weakness) of a color. Bright colors are con-
sidered high-intensity, pale ones low-intensity. For in-
stance, when paint is paled by adding water, the inten-
sity of its color is lowered. Within the blue hue, ma-
rine blue is high-intensity and soft pastel blue is low.

Generally, vivid colors should be combined with
others of the same intensity for balance. However,
balance is also achieved when large amounts of pale or
dark color are used in combination with a touch of
bright color in a trim, top stitching, or embroidery.

Warm Colors We classify red, yellow, and orange
as warm colors because of their association with fire
and the sun. Warm colors are stimulating, aggressive,
and lively.

Red has come to denote valentines, love, and ro-
mance; it is also exciting, fiery, and dangerous. A
popular color for sportswear and evening wear, it is
one of the few colors used in high intensities for cloth-
ing in every season.

Yellow is bright, sunny, cheerful, friendly, and
optimistic. It is often a difficult color to wear because

it conflicts with many skin tones.
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Orange combines the sunniness of yellow and the
warmth of red. It can also be a difficult color to wear:
intense orange can be irritating and overpowering and
it best toned to a softer peach or apricot or limited to
use in active wear.

Cool Colors Cool colors, as the term implies, are
refreshing in contrast with warm colors. The cool
colors — blue, green, and purple — remind us of the
sky and the sea.

Blue is quiet, restful, and reserved. It is usually
found in very high (pale blue) or very low (navy blue)
values in clothing. Navy blue is one of the most popular
clothing colors. For that reason most manufacturers in-
clude it in at least their spring or summer line.

Green is the most refreshing color, suggesting
peace, rest, calm, and quiet. Although popular for in-
terior design, it is inexplicably the least popular color
for dresses. It is used primarily in a dark value in fall
sportswear lines or mixed with neutrals to create earthy
olive or loden.

Purple, historically associated with royalty, has
come to represent wealth, dignity, and drama. Be-
cause it can be melancholy when dark and intense, it is
more often used in a paler violet.

Neutrals In clothing, neutrals such as beige, tan,
brown, white, gray, and black are even more popular
than the colors just mentioned. The reason is probably
that they present a pleasing background for the wearer
without competing for attention. Neutrals are part of
every scason’s fashion picture, as either a strong fash-
ion statement or a way to round out a color story.

White is associated with purity and cleanliness,
which is why doctors and nurses have traditionally worn it.
Because it reflects light, it is cool in the summer.

In Western culture black has been connected with

villains and death. However, it has come to be regarded as
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sophisticated and as an important fashion “color”.

Color Naming An exciting color name can be im-
portant in promoting a fashion look. Fashion colors
sometimes reappear with new names that make them
seem fresh. Plum of one year might return as aubergine
in another. Oil paint color lists, as well as books featu-
ring the names of flowers. trees, wood, fruit, vegeta-
bles, spices, wines, gems, and animals, can provide
color-name ideas. To add interest, colorists and fash-
ion journalists even set moods with names such as China
blue.

Color Selection Every line should include a range
of colors that appeals to a variety of customers. Within
the line, each group is usually formulated around a col-
or plan consisting of as few as two colors or many col-
ors. Color choices must reflect season, climate, and
type of garment. Active sportswear, for example, em-
ploys much more vivid colors than spectator sports-
wear.

The line’s color story should include some fashion
colors selected from research provided by trade associa-
tions, fiber companies, or design report predictions.
By basing a color story on these predictions, the desig-
ner is assured that the group will be in the mainstream
of fashion. Sometimes, the designer selects one or two
colors from the predictions and then adds his or her
own color choices to balance them. The group is then
rounded out with staple colors such as neutrals. darks,
white, or black. In any case, the color story must be
meaningful, not just a group of unrelated colors. It
might be all brights, or all muted, or a balance of
darks and lights.

Color Relationships within a Garment There are
several systems, all using measured scales, to guide in
the selection of color combinations. Primary and sec-

ondary colors differ from one system to another, but
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looking at a rainbow will show you the basic order of
colors’ relationship to one another.

The Brewster and Prang theories define red,
yellow, and blue as the three primaries from which all
other colors are derived. Mixing yellow and red paints
creates orange; red and blue create purple; and blue
and yellow create green — the three secondary colors.
Mixtures of primary and secondary colors create every
color in between. The entire spectrum is often ar-
ranged into a color wheel to demonstrate the concept
more clearly. However, the working fashion industry
pays little attention to theories and systematic color re-
lationships, basing selections instead on intuition and
researched color forecasts.

There are no hard and fast rules for the use of col-
ors. Rather, two colors are harmonious if they are used
so that one color enhances the beauty of the other.
Colors are now combined in many more unusual ways
than ever before. Colors that used to be appropriate
only for evening are now used also in sportswear. Eth-
nic influences on fashion have changed our view of col-
or combinations, making us more receptive to new ide-
as. In addition, colors run in fashion cycles just as
styles do. Color combinations that look right to us now
will not work with the looks that are new a few years
hence.

Guides to color combinations are not rules for suc-
cess, but simply aids to the designer for new ways to
experiment with color. There is no limit to the kinds

and variety of color combinations.

Guidelines for Possible Color Combinations

Monochromatic or tonal color schemes employ va-
rying values and intensities of one hue. (Mono means
one and chroma means hue or color.) The resulting

look is very refined. However, textural variety is nee-

Brewster

Prang



ded to create interest.

Analogous colors lie next to each other on the col-
or wheel and are related in hue. Used together. they
present a rhythmic, exciting effect. An example is a
combination of royal blue and turquoise (blue-green),
blue being the common hue.

Complementary colors are opposite each other on
the color wheel. The contrast makes both colors more
intense. They may be used in equal amounts, or one
color may merely accent the other. A traditional com-
plementary color scheme is the Christmas theme of red
and green.

A triad is a combination of three colors equally
distant on the color wheel, such as green, purple, and
orange. This is a much more unusual color combination
and is more difficult to achieve successfully.

Illusions Created by Color Color can also create il-
lusions. For example, a garment in one color adds to
the illusion of height. Warm, light, or bright colors
advance visually, making a design seem larger; cool or
dark colors recede, causing the figure to look small or
slender. Both intensity and value contrasts are fre-
quently used to disguise figure problems.

Color and Fabric Color is interpreted in the medi-
um of fabric. If colors are chosen first, then prints are
colored in the desired scheme and solids dyed to match.
Sometimes, however, the fabric itself will inspire the

color group.

Fabric

Fabrication is the selection or creation of an ap- Fabrication
propriate style for a fabric — or the reverse, the selec-
tion of the right fabric for a design. Fabrics are
the designer’s artistic medium, in that fashion design is
essentially sculpture in fabric in relation to the body.

Fabrics themselves often inspire garment design.
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