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I am currently in my first year at the University of 
Huddersfield studying Textile Buying Management. This 
professional portfolio collates all of the highlghts, 
work and experiences from my year 1 course 2015/16.
I have completed four modules in my first year: Design 
and Fashion Business, Context and Communication, Retail 
Principles and Principles of Marketing. Throughout the 
year I have completed several assignments in all  of 
the modules; all have been enjoyable and the skills I 

have learnt will aid me in my future career.
This portfolio will include key images and reflective 
writing in a creative industry focused promotional 
digital document to be used in the upcoming years. 

Introduction



Design Process
A Bargain Ball Gown

The aim of this assignment was to demonstrate knowledge of 
the basic concepts and principles of the design process 
within the context of fashion and textiles from research 

through to retailed product. 
For this assignment we had to use the Design Process to 

create a Bargain Ball Gown. The design process consists of: 
Design brief, Research, Design development, Prototype, Solu-

tion. 
We documented our findings in a sketchbook and, after we 

created the dress, we had a photo shoot that meant we could 
professionally present our dress on our presentation boards.

We took a trip to the Museum of Science and Industry to 
gather visual research for the garment, in particular to 
collect ideas and inspiration for colour, texture and pat-
tern for our dress. We collected all images and ideas from 
MoSI together and developed our idea; at this stage we were 
generating and compiling information to create a mood board, 
reflecting our group’s chosen ‘theme’. Our theme: structure 
meets natural forms. We wanted to contrast the two features. 

Whilst researching we had to look at the current market 
conditions and we had to discuss, as a group, the consum-

er behaviour; here we discussed Roger’s Innovation Adoption 
Classification theory, social grade and we created a consumer 

profile.  

We had to consider whether our idea met the criteria of the 
design brief and if the idea met the needs of our chosen con-

sumer.
Next we looked at design development to appreciate the roles 
of the designer. We recognised the principle tasks involved in 
the occupation and applied them, where possible, to our pro-

ject. 
The prototype stage was fundamental to the process as this 
is where we got to know the fabrics we were using and how 

they would perform. The materials and any processes used were 
not cost the group more than £10. We had to consider using 

non-traditional materials, upcycling or recycling. Creating a 
prototype meant we could put our ideas to the test. We looked 
at the garment construction process and what is involved in a 

prototype sample.
As a team, we evaluated the prototype and decided the materi-
als we would use. The next stage was to create the final ‘bar-
gain ball gown’ and create our personal presentation boards. 
This project was a good introduction to the fashion industry 
as we briefly covered all possible areas that we will later ex-
perience in industry. As it was a team project, it was a good 

team building exercise.



2.

Origin
The Tuxedo is a chiefly used US and Canadian term for a Dinner Jacket. 
It came to light in 1886 but it can be traced back to 1865. In the 1850s 
the tailcoat was used for both evening and morning dress. English tai-
lors began to produce a short lounge jacket to accommodate Victorian 
Britons who were becoming more active in outdoor recreation, as they 
required more comfortable clothing. The lounge jacket found it’s way 
indoors as a smoking jacket. In 1865, the Prince of Wales and future 
King Edward VII commissioned his tailor Henry Poole at Savile Row to 
design “a blue silk smoking jacket and trousers of a matching fabric to 
be worn at informal dinner parties. In 1886, the new dinner  jacket was 
introduced to the Tuxedo Club and New York’s social scene. “It quickly 
became the holy grail of sartorial splendor: a dinner jacket come smok-
ing jacket come black-tie-adorned tuxedo”.
History: Dinner jacket debut. (n.d.). Retrieved 16 November 2015, from 
http://blacktieguide.com/History/04-Victorian_Late_Etiquette_&_
DJ.htm
Hamilton, G. (2015, March). An elegant examination of the power of the 
Tuxedo—as shown by Cary Grant, George Clooney, and Angelina Jolie. 
Retrieved 16 November 2015, from http://www.vanityfair.com/holly-
wood/2015/02/tuxedos-through-history#4

Fig 2. Star of the screen, Jack Buchanan, was a British fashion maverick wearing a tuxe-
do in the 1920s.

1910s
The new world order that emerged from World War I brought innovation and energy 
from America’s popular jazz music scene. The Tuxedo’s social status was elevated in the 
1920s as the new Price of Wales adopted the style. He enjoyed the elder Edward’s pref-
erence for elegance and comfort over traditional formal dress. Consequently, the former 
tailcoat ensemble was relegated only to extremely formal functions. Emily Post advised 
in her Etiquette series, “to a man who can not afford to get two suits of evening clothes, 
the Tuxedo is of greater importance A gentleman’s tuxedo was made out of black or 
blue worsted material and consisted of 18- to 20-ounce wool. There was a preference for 
peaked lapels instead of shawl collars. This was seen by period authorities as an attempt 
to impart the formality of the full-dress outfit onto its replacement.
Creative, Z.-A. (2011, September 30). 125th anniversary of the American tuxedo, part 
II: Tuxedo evolution. Retrieved 16 November 2015, from http://www.mytuxedocatalog.
com/blog/125th-anniversary-of-the-american-tuxedo-part-ii-tuxedo-evolution/
History: Jazz age. (n.d.). Retrieved 16 November 2015, from http://www.blacktieguide.
com/History/07-Jazz_Age.htm
Drowne, K. M., & Huber, P. (2004). The 1920s. Westport, Conn: Greenwood Press.

Fig 1. Two men wearing typical Edwardian Tuxedos. The man on the left wearing a Peak 
Collar and the man on the right wearing a Shawl collar in 1898. 

1910s
During the Edwardian period, the dress codes retained their Victorian rigor, however, 
the new King’s taste for fine fashions and entertaining meant the Tuxedo became in-
creasingly popular for informal dinners or in gentlemen’s clubs. As World War I came to 
a close, so did the days of wearing tailcoat’s as the norm for eveningwear; the restrictive, 
heavy attire was now unappealing to men as they had become used to the easy-fitting, 
mass-produced military uniforms. As the new century progressed the dinner jacket 
dress code exceptions increased. The Edwardian Tuxedo had a single-breasted peak 
lapel or shawl collar in black vicuna wool but the style conscious men also favoured 
oxford grey, dark blue or double breasted models. As the era progressed, the dinner 
jacket was gradually cut more and more like the lounge jacket; generally high neck, with 
short double-breasted lapels and, the front curved away at the bottom. In the 1912 pe-
riod, there was a great deal of variation- many elements of the suit, shirt, collar, tie, hat, 
and accessories could be personalised to suit the owner’s tastes. Creative, Z.-A. (2011, 
September 30). 125th anniversary of the American tuxedo, part II: Tuxedo evolution. 
Retrieved 16 November 2015, from http://www.mytuxedocatalog.com/blog/125th-anni-
versary-of-the-american-tuxedo-part-ii-tuxedo-evolution/
History: Edwardian era. (n.d.). Retrieved 16 November 2015, from http://www.black-
tieguide.com/History/06-Edwardian.htm
Holland, E. (2008, April 12). Dressing the Edwardian man. Retrieved 16 November 
2015, from http://www.edwardianpromenade.com/fashion/dressing-the-edwardi-
an-man/
Men’s clothing circa 1912. (2012, August 3). Retrieved 16 November 2015, from http://
bygoneglamour.wordpress.com/2012/08/02/mens-clothing-c-1912/

Fig 3. Two men socialising in the summer months. The man on the left wearing a 
Midnight Blue Double-Breasted Dinner Jacket and the man on the left wearing a 
White Tuxedo.

1930s
The 1930’s brought the great depression. At times of financial hardship for many, 
the elite maintained an elegant wardrobe. Silver-screen elegance became more af-
fordable to the average man thanks to the increased availability of Tuxedos which 
were first mass-marketed by After Six. The development of double-breasted and 
white versions of the jacket were worn in the summer months. The acceptance of 
white dinner jackets paved the way for other summer coloured jackets made out 
of cotton drill, linen or silk. As a consequence, the overall outfit was defined as 
“black tie” to clearly distinguish it from the more traditional tailcoat Evening suits 
became lighter so tuxedos were finally being made for dancing. 
History: Depression era. (1945). Retrieved 16 November 2015, from http://www.
blacktieguide.com/History/08-Depression_Era.htm
Creative, Z.-A. (2011, September 30). 125th anniversary of the American tuxedo, 
part II: Tuxedo evolution. Retrieved 16 November 2015, from http://www.mytux-
edocatalog.com/blog/125th-anniversary-of-the-american-tuxedo-part-ii-tuxe-
do-evolution/

Fig 4. A Black Watch Tartan Jacket with Grosgrain Lapels worn in the 1950s.

1940-50s
Formal dress was mothballed during the somber years of World War II. Afterwards black 
tie became associated with special occasions and lost its identified market; it appealed to 
the prosperous middle class of the 1950s who favoured less formal accompaniments only 
acceptable in the hot weather. A conundrum arose for etiquette authorities. Traditionalists 
were not yet ready to water down the customary ‘formal’ label by expanding it to include 
the tuxedo but it was illogical to refer to the outfit as ‘informal’ as the acceptance of the 
common suit elevated black tie. Therefore, it was adopted as ‘semi-formal’ classification. 
The impact on eveningwear was evident in both comfort and appearance. Worsted became 
lighter during the decade. The modified, slightly relaxed formality was a preference for the 
slimming single-breasted jacket with streamlined shawl collar and understated cummer-
bund. Dinner jacket separates were made from modern materials and colours that em-
bodied the futuristic Jet Age. In August of 1950 Esquire jumped on the plaid bandwagon 
with its own pictorial, calling the tartan dinner jacket “one of the most original and daring 
designs in years.
Creative, Z.-A. (2011, September 30). 125th anniversary of the American tuxedo, part II: 
Tuxedo evolution. Retrieved 16 November 2015, from http://www.mytuxedocatalog.com/
blog/125th-anniversary-of-the-american-tuxedo-part-ii-tuxedo-evolution/
History: Post-war. (1950). Retrieved 16 November 2015, from http://www.blacktieguide.
com/History/09-Post_War.htm
Spotlight: The tartan dinner jacket. (2012, June 21). Retrieved 16 November 2015, from 
http://theblacktieblog.wordpress.com/2012/06/21/the-tartan-dinner-jacket

Fig 6. A man models a Mod-inspired Tuxedo made out of Red Rayon and Acetate. 

1960-70s
The Counterculture era of the 1960s turned men’s fashion on its head by replacing the 
traditional hues and cuts with mass-produced, brightly coloured and slim fitting Tuxedos, 
giving birth to what became known as the peacock revolution. The Mod look evolved into 
the neo-Edwardian dinner jacket, which was distinguished by: a double-breasted design 
with wide lapels, square shoulders and buttoned with two parallel rows of three buttons; 
it was sometimes known as a Regency jacket. The jackets were made from velvet and 
brocade materials with contrasting black facings decorating the lapels. The 1970’s brought 
jackets made of brown madras or silver and white paisley. The Tuxedo identified broad 
lapels, narrow waists and shorter jackets as traits. The magazine editors were shifting their 
focus from the mass-produced Tuxedo offered by formalwear manufacturers towards 
more exclusive eveningwear produced by emerging designers such as Ralph Lauren and 
Pierre Cardin. Essentially, the black or midnight blue dinner suit was still the first choice 
in the city whether in winter or summer.
Creative, Z.-A. (2011, September 30). 125th anniversary of the American tuxedo, part II: 
Tuxedo evolution. Retrieved 16 November 2015, from http://www.mytuxedocatalog.com/
blog/125th-anniversary-of-the-american-tuxedo-part-ii-tuxedo-evolution/
History: Counterculture. (1964). Retrieved 16 November 2015, from http://www.black-
tieguide.com/History/11-Counterculture.htm

Fig 5. Here are two men wearing tuxedos made out of Space-Age Silks in 1956.

1950-60s
Jet Age styles and synthetic materials became popular in men’s attire just as they 
had in their automobiles and household appliances. In 1956 iridescent “peacock 
tones” further fueled the fad thanks to the availability of metallic threads then a 
couple of years later patterned fabric began to appear. These dinner jackets were 
only appropriate for cruises and suggested for the young. Wool and rayon blends 
were adopted into Tuxedos as it made them lighter weight, better resistance and 
easier to care for. The notched lapel was newly imported from business suits 
and the notched shawl collar in various shapes such as the “cloverleaf ” began to 
appear.  Lapel facings became more elaborate utilising using simple silk, braided 
piping or embroidered motifs on a satin base. The trend of ‘parfait colours’ picked 
up speed with a choice of soda fountain names such as ‘crushed strawberry’. 
History: Jet age. (n.d.). Retrieved 16 November 2015, from http://www.black-
tieguide.com/History/10-Jet_Age.htm

Fig 9. Here is the modern day Suit-style Tuxedo: 2 button, Notch Lapel 
with flap pockets.

1990-2000s
By the late 1990s, the backlash from casual Fridays turned out to be one 
of the best things that ever happened to the formalwear business. It meant baby 
boomers had an excuse to splurge on tuxedos for their weddings and black-tie 
events. The dress-down movement can be compared to the casual innovations of 
the thirties in that they became an accepted part of the formalwear dress code. 
By the mid-nineties the most daring celebrities were reinventing the suit itself, 
‘sporting Nehru-collar jackets and coats that buttoned down to their knees.’ The 
late 1990s brought one and two-button notched lapels modeled after common 
business suits had become the most popular styles of dinner jacket and even de-
signers as conservative as Ralph Lauren were including them in their formal lines.   
Muddying the waters even further was the period of time when men showed up 
at traditional Black Tie events dressed in a common black suit.  ‘In the mind of 
Canadian style columnist Russell Smith, this development had rendered the dress 
code virtually redundant’.
History: Millennium era. (1993). Retrieved 16 November 2015, from http://www.
blacktieguide.com/History/14-Millennium.htm

Fig 8. Here a man models a Piero Dimitri Tuxedo in 1974.

1970-80s
There was a gradual return of conservatism as the baby boomers 
began to mature in their taste. The upscale taste of the new ‘yup-
pie’ demographic called for the return of the post WWII classic 
black-tie tuxedo styles. Yuppies were known to be focused on the 
brand of the clothing more so than any other detail. Elected in 
1980, Ronald Reagan popularised not just conservative politics 
but also conservative fashions. Tuxedo designs drew inspiration 
from those worn by the likes Fred in the ‘30s: ‘wide, sweeping 
satin or grosgrain lapels, often double-breasted with either 
peaked or shawl lapels; broad, padded shoulders, a slight sup-
pression to the waist and amply cut out, deeply pleated trousers 
for sweep and swagger’. 
History.com. (n.d.). 1980’s fashions including prices. Retrieved 
16 November 2015, from http://www.thepeoplehistory.com/80s-
clothes.html
History: Yuppie years (part 1). (1978). Retrieved 16 November 
2015, from http://www.blacktieguide.com/History/12-Yuppie_
Pt1.htm

Fig 7. Yves Saint Laurent’s ground breaking Tuxedo.

1960-70s
Saint Laurent’s ‘le smoking’ debuted on the runways of Paris in 1966. The suit 
pioneered power dressing for females. Pierre Bergé said “Chanel gave women 
power, but YSL gave them power’”. Yves Saint Laurent quoted “nothing was more 
erotic than a well-fitting man’s suit revealing naked female flesh underneath”. The 
female version of the tuxedo was called a pantsuit.. The innovation was met with 
shock at a time when women wearing trousers was still very much frowned upon. 
However, it was also a time of female liberation, which complimented the chang-
ing norms.
Clark, K. (2014, January 27). Yves saint Laurent’s ‘Le Smoking’ tuxedo. Retrieved 
16 November 2015, from http://elopeinparis.com/yves-saint-laurents-le-smok-
ing-tuxedo/
Seeling, C. (2010). Fashion: 150 years : Couturiers, designers, labels. Potsdam: h.f. 
ullmann. 
Supplemental: Women’s tuxedos & Tailcoats. (1966). Retrieved 16 November 
2015, from http://blacktieguide.com/Supplemental/Women’s_Tuxedos.htm
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The History of a Tuxedo

Whowhatwear.com (2015)

Tuxedo
Tracking a Trend

This project wanted us to demonstrate awareness and make use of appropriate 
sources of information. We also developed an appreciation of the design, devel-

opment and marketing of fashion and textile products in a historical and cultural 
context.

We took one product that has developed over and time and we had to identify the 
significant points in the development of the product. I chose to research the Tux-

edo.
We had to consider all aspects of the product: fibres/fabrics used, fastenings or 
decorative applications, development in design, styling and manufacture. This as-
signment was interesting as you discovered brands and designers that were associ-
ated with specific developments and how they impacted the trends and the market in 

general. 
This assignment was the first time we has used Adobe Indesign, a desktop publish-
ing software application used frequently in the industry. The software was new to 
me, so it meant that it was a learning curve but it now means I am able to pro-

fessionally present my work.



The Anatomy of a Jacquard Mini Skirt
Fibre continued:
“Polyester has been the most commonly used 
man-made fibre since the early 1970’s” (Hallett 
and Johnston, 2014, p. 189). It is manufactured 
by combining terephthalic acid with ethylene 
glycol to produce dihydroxyethyl. It then goes 
through polymerisation to create poly(ethylene 
terephthalate) chips. The polyester chips then go 
through the melt spinning process (see figure 1). 
The result is flat filaments. They are usually tex-
tured and cut into staple fibres. (Eberle, 2008).
Staple fibres are primarily blends with other 
fibres (wool, cotton). “There is no limit to what 
technology can build in to the fibre” (Hallett 
and Johnston, 2014, p. 189). Polyester is highly 
resilient therefore, crease resistant. They are 
also strong and do not absorb moisture. “Staple 
yarns may be fine and smooth or very bulky, 
with corresponding poor or good insulation” 
(Eberle, 2008, p. 36). This is why polyester is 
blended with cotton as it improves the quality 
of the garment through combining both of the 
fibre’s positive properties. “Fibre blending is used 
to improve performance, by compensating a 
weakness in the properties of a given fibre type” 
(Eberle, 2008, p. 44). 

Brand name: Topshop. It is a mass- market 
retailer. 
Intended market: female aged 16-25 who wants 
affordable fashion.
Country of origin: India. In terms of ethical 
trading in India, the Arcadia group (Topshop’s 
owner) has an ethical audit programme which 
ensures ethical trading throughout the com-
pany. This is important as a previous unethical 
trading scandal effected the representation of 
Topshop and its brand (Arcadia.co.uk, N/A). 

Fibre:
This garment is made up of 60% cotton and 
40% polyester. Fibres are tiny, hairlike strands 
that are combined to create yarn and fabric 
(Baugh, 2011). 
The industrial revolution boosted cotton man-
ufacturing as it created machines that made 
the production more efficient. Therefore, the 
production and export of cotton extends to 
more than 100 countries (Hallett and Johnston, 
2010). 
The cotton plant is a member of the mallow 
family. To be cultivated it needs plenty of 
sunshine and water. It is made of cellulose, a 
natural polymer. After flowering the fruit nodes 
grow into bolls, which open to reveal seed hairs.
Firstly, cotton must be harvested. It can be 
hand-picked or it can mechanically harvested 
by a cotton picker or a cotton stripper. The seed 
cotton is then transferred to the gin where it is 
cleaned and turns cotton bolls into fibre. The 
carding machine is then used to make it easier 
for the fibre to be spun into yarn. (Hallett and 
Johnston, 2010).
Properties of cotton: Moisture absorption as 
the central cavity (Lumen) in the fibre stores 
moisture. It also has high strength as the mole-
cule construction is a highly organised cellulose 
chain. Next-to-skin comfort as the fibre is soft 
and fine (Eberle, 2008). 
A WGSN (2015) report states that there is a 
fear amongst leading fashion CEO’s that climate 
change will affect the price of materials, includ-
ing cotton. The climate change may affect cot-
ton production and, therefore, drive up costs.

Fabric type
The fabric in this garment has been woven with a warp rib weave. 
A ribbed fabric’s surface has raised ridges and a warp rib is created 
because the warp yarn is finer than the weft and therefore covers the 
surface of the fabric (Eberle, 2008).  It has a jacquard arrangement to 
create the colour pattern with two colours, black and white. “Jacquard 
creates patterns and textures through a complicated weave system in 
which warp and weft threads are lifted and left” (Udale, 2008, p. 74). 
(See figure 2). The warp and weft threads have achieved their black 
and white colour before the fabric was constructed, therefore, the 
dyeing process was yarn dyed; this means the colourfastness is very 
good (Baugh, 2011).
Finishing: “In general it means making the fabric suitable for its in-
tended end use” (Eberle, 2008, p. 106). The finishing of the fabric can 
be done mechanically or chemically. Framing is a mechanical process 
that is suitable for all fabrics. It involves stretching the fabric on a 
stenter frame to create a smooth and consistent finish (Eberle, 2008). 
A chemical finishing process is ‘Easy-care’. This process is suitable for 
cotton and viscose. It is a process of application and fixation of chem-
icals which reduces the sensitivity of the fibre, which makes it more 
resistant to wrinkling, shrinking and will make the garment dry faster 
(Eberle, 2008).

Garment:
This garment is an A-line, jacquard black 
and white printed mini skirt, which is 
made up of a front and a back piece, a 
waistband, a zip, hanger loops, a brand and 
size label, a label stating where the garment 
was made and a care label. 
Shape/cut: As the material is inelastic, the 
skirt holds its shape when it’s on the body. 
It is fitted at the waist due to the waistband. 
The skirt is then shaped by two darts on 
the back piece of the skirt. Darts are fitting 
elements that are found in many garments. 
“Darts are needed to render a two-dimen-
sional fabric into a three-dimensional 
garment” (Udale, 2008, p.143). “These 
fitting elements point to fuller parts of the 
body: in tops, the darts point to the bust, 
while in skirts and pants, they point to the 
hips” (Moyes, 1999,p.88). However in this 
garment’s case, the skirt is high waisted so 
the darts help the skirt fit around the rear. 
Darts are used for functional and aesthetic 
purposes.

Construction: 
Before the garment process is complete, it goes through several 
stages. It is first designed. This means it goes from a sketch, using 
CAD systems, to modelling a toile, which gives the designer an 
idea how the fabric will drape and positioning details (Udale, 
2008). Next is garment construction where the fabric is prepared 
for cutting. Most fabrics have a ‘face’ side and a ‘wrong’ side; they 
also have a top and a bottom (Udale, 2008). For this garment it 
would be important to take into consideration how the garment is 
cut due to the patterned fabric. This fabric will likely have to be cut 
in one direction so there is a consequence of waste. The pattern is 
then constructed. This is a diagram that represents a garment piece. 
It is then graded to show larger and smaller sizes. Before it can 
be cut, a lay plan must be made. This is when garment pieces are 
positioned on the fabric, using computer-aided software, to ensure 
efficiency when cutting the pieces. Once the garment pieces have 
been cut, the skirt must be assembled following the product spec-
ification (Eberle, 2008). As Topshop is a mass-market retailer, it is 
assumed that all garments should be assembled quickly and accu-
rately to avoid error or disrupting it’s critical path. There are three 
methods of assembly: progressive bundle systems, unit production 
system and modular production system (Myers-McDevitt, 2011). 
The front and back piece of the dress (including the care label) has 
been stitched together using a combination safety stitch, Two-
thread overedge and double chain stitch (type 401.503). (See figure 
3). “Its distinctive feature is the one or two threads which encloses 
the edge of the fabric to protect it from fraying” (Eberle, 2008, p. 
174). This particular stitch achieves higher strength as it has an 
additional chain stitch, which is made a few millimetres inside the 
overedge seam. It is independent of the overedge stitch and neatens 
the edges (Eberle, 2008).

Construction continued:
The second stitch used in assembling this 
garment is a lockstitch (type 301), which 
is the most common of all stitches. For 
this skirt it is used in several ways: to add 
darts; creating a bottom hem; attaching 
the waistband (including hanger loops, 
a brand and size label and a label stating 
where the garment was made) and adding 
a top lockstitch to neaten the waistband; 
and attaching the zip on the ‘wrong’ side. 
A lockstitch uses two threads and has 
the same appearance on both sides of the 
seam; it gives “a very sound closing- the 
two fabric piles are sewn very closely 
together” (Eberle, 2008, p. 171). (See figure 
4).
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Fastenings: Zips are a method of opening and closing a garment (Baugh, 2011). The 
zip used on this garment is a ‘YKK’ brass metal and visible on the ‘face’ side. It is 7 
inches long, which is half the length of the skirt. Zips can be used for practicality 
and for decoration (Eberle, 2008). As the zip is visible, it must be aesthetically pleas-
ing to the eye. The zip has been lockstiched onto the ‘wrong’ side of the garment and 
will have been inserted before the skirt was assembled. 
Waistband: “They finish the top of the garment edge, defining the waist and holding 
the garment in place” (Myers-McDevitt, 2011, p.52). No reinforcement was used 
in the creation of the skirt’s waistband. This skirt uses a classic waistband, which is 
made equal in length to the waist plus extra for ease. It allows ease for the darts to 
avoid a tight fit across the stomach or a rolled effect below the waistband (Kim et al., 
2002).
Hem: A bottom hem has been created by doubling over the front and back pieces. It 
has been folded to the ‘wrong’ side of the skirt before they have been sewn together 
and then lockstitched in place. Due to the A-line style, the hem circumference is 
greater than its hips circumference (Kim et al., 2002). 
Lining:  Linings are often used in skirts to improve the appearance and the quality 
of its performance (Eberle, 2008). This is interesting as there is no lining in this 
skirt. This is maybe due to money saving reasons in the production of this skirt. 
However, it is more likely to do with the fibres used to create the fabric. The combi-
nation of natural and man-made fibres (cotton and polyester) means the material 
has been created to act as a 2-in-1 skirt and lining. The skirts fabric has the strength, 
appearance and properties of both a skirt and a lining. 

Labelling/aftercare: “The labelling regulations 
require that the components of the blend, and their 
proportions, be stated in rank order” (Eberle, 2008, 
p.44). The label in this garment also includes after-
care instructions. (See figure 5 & 6). The garment 
has been through a finishing process, which makes 
sure the fabric is ready for the end use and makes it 
more suitable for wear. To avoid undoing the finish-
ing process and damaging the more sensitive com-
ponents of the fabric, the most suitable laundering 
conditions are stated. The care symbols are used to 
inform the aftercare regime. This garment suggests: 
it should be washed at 40 degrees with similar 
colours; it shouldn’t be tumble dried, bleached or 
dry cleaned; and it can be ironed at medium heat 
(Eberle, 2008).

Fig. 1. (Eberle, 2008). Fig. 2. (Eberle, 2008).

Fig. 3. 
(Eberle, 
2008).

Fig. 5. 

Fig. 6. 

Fig. 4. 
(Eberle, 
2008).

Anatomy of a Garment
A Jacquard Mini Skirt

researching the fabric construction, how 
the pattern and colouration had been 
achieved and what finishing process the 
fabric experienced in order for the fab-
ric to be ready for the garment construc-

tion. 
When I was looking at the garment con-
struction, I had to consider: the sil-
houette, shape, fit and cut of the skirt; 
the fastenings (the type positioning and 

spacing of the zip and buttons); the 
waistbands styling, detail and reinforce-
ment used; the seams, hems and darts used 
to fit the garment and the labeling and 

care instruction definitions. 
The final stage was looking at the brand, 
so in my case Topshop. We had to include 
the retail outlet that we purchased the 
garment from, the intended market and 
consumer, the price of the garment and 
the country of origin. The country was 
India in and the subject allowed me to 

address the corporate social responsibil-
ity (CSR) strategy for Topshop and how 
their previous irresponsible ethics have 

impacted the industry.

This project helped us to demonstrate 
knowledge of fabrics, the fibres they are 

composed of together with the sequence and 
effects of the processes used to manufac-

ture fashion and textile products. 
We had to produce an A3 illustrated aca-
demic poster that presented the full de-
scription of a garment of our choice. I 
chose a Topshop jacquard mini skirt. 

To develop the description we had to re-
search and document the materials and com-
ponents used to make the garment together 
with an overview of the process involved 
throughout the supply chain from fibre to 

manufacture and labeling. 
The information gathered for this assign-
ment relied heavily on books provided in 
the library; this meant all information 
was reliable and academically proven. 

First we had to consider the fibres used to 
create the garment. This involved finding 

the process that fibre went through to cre-
ate a useful fabric.

Next, I had to research the fabric type; 
this entailed 
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Design and Market a Mini Range
Rosie Huntington-Whitely 
for Autograph at M&S

This assignment wanted us to demonstrate awareness of the fundamental relationships between the design 
of fashion and textile products and the market level. 

We were asked to create a mini range, consisting of 12-16 garments, for a retailer of our choice. We 
had to compose an A3 presentation using Adobe Indesign.  I chose to create a mini range for Rosie Hunt-

ing-Whitely for Autograph at Marks & Spencers collection to be launched in AW 16.
We had to first collate trend research, market research in order to create our range. For trend research 
I used WGSN, Vogue and Rosie Huntington-Whitely’s current style as I feel she represents the target 

consumer. We had to confirm our choice of colour, fabric, silhouette and garment details used in for our 
mini range.

For the market research we had to select the market level in which the consumer and retailer operate. 
Consider the styling of the range in relation to our chosen target consumer and retailer. We also had 
to confirm the market level’s sizing, typical price points, typical garments and also, we had to profile 
the typical consumer. When creating a range, it is important to consider the competition and their of-

fering in order to stay competitive within the market. 
To create our range, we sourced flats off WGSN’s design library. The range included: outerwear, jackets, 

woven shirts and blouses, knits, trousers, skirts and dresses. 
Next we had to display our final range and include a full product description, which included: full 

fabric description, colourways, size range, estimated cost price and estimated selling price. After we 
completed this, we had to present the information in a table on Microsoft Excel. 

We developed an understanding of range planning and the elements that required consideration when de-
veloping and selecting a range of products for a specific market. This project also improved my Indesign 

skills, excel skills and I experienced costing formulas used in industry.

WGSN (2016)



Product Lifecycle 
Management (PLM) 

Tech Pack
Pheobe English for 

Le Redoute 

This project has utilised the FlexPLM (PTC) System to 
help us understand the processes used in industry. This 
business approach resolves the issues of managing the 
complete set of product information and oversees the 

product’s journey from mood board to shop floors. It has 
allowed all professionals involved in the process to 

share information on a uniform piece of software, which 
improves efficiency within industry. 

In order to source and specify a product up to the 
point of creating a tech pack, we had to select a brand 
in order to come up with a concept for a capsule col-
lection. After teaming up with the second years, we de-

cided to create a collection for La Redoute.
It was difficult to find a gap in La Redoute’s offering, 
so we decided to appeal to a younger demographic. In 
order to achieve this, La Redoute collaborated with a 
young and British designer, Phoebe English. Therefore, 
the collaboration will be targeting the 25-35 year old 

woman with a mid-disposable income. 
The next step for us to complete was a team presenta-
tion (formative assessment) of what the proposed cap-
sule collection would include. The presentation took 
place in front of the other combined first and sec-
ond year teams and our lecturers. The main elements 
we had to discuss were: our sources of inspiration, a 
comparative shop and analysis, a proposed range (col-
our palette, product spec, materials) and our sourcing 
strategy. Upon finishing our presentation, we received 
feedback. Our feedback generally stated that we need-
ed to incorporate more interchangeable items into our 
range. We discussed this feedback within our team but 
decided that adding more items would confuse the col-
lection. Looking forward, we needed to communicate the 
various interchangeable options available in the range.

Next, we were told to focus on one garment in our 
range to take to the tech pack stage. I chose the high 

waisted, midi length, pencil skirt.
We imported all the desired colours, product spec, ma-
terials, sourcing strategy for our chosen item. Next,  
we looked the garment technology. We had to develop a 
sizing definition; we selected Women’s XS-L, and im-
port it onto the PLM system. Next we had to complete 
the measurement section: create the points of measure-
ment for the garment., the measurements (taken from 
La Redoute’s existing measurements on their website), 
and generate a grade rule for the garment. After this 
stage was complete, I entered it onto the PLM system.  
The next stage was to complete the seasonal line plan. 
This stage addressed our brand’s apparel product cat-
egory, region the range would be sold, the year and 
season type it would be launched, and the start and 

end date of the season.

I didn’t complete this section, but 
we had to enter a new season plan 

into the PLM system.
Unfortunately, our group was unable 
to get to the generating the tech 

pack. 
In the future I want to experience 
creating the tech pack as it will 
be useful in my career. In conclu-
sion, this project has taught me a 
lot about the ever-changing industry 
and how communication is becoming 
more efficient. I enjoyed working in 
a team and learnt the value of com-
munication regarding decisions. 

WGSN (2016)

WGSN (2016)
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This assignment was useful as it allowed me to demonstrate awareness and use of 
appropriate sources of information and an appreication of the design, develop-
ment and marketing of fashion and textile products in a contemporary and cul-

tural context. 
I created a blog during our first academic year which documented my experience 
on the course, a reflection of activities and aquisition of new knowledge, co-

nepts, ideas and inspirations. We were asked to select themes from our blog and 
present them in an engaging format in our blog presentation. 

I first addressed the inspiration behind my blog posts, which included bloggers 
and University assignments.

My first theme was Chanel. This theme explored the wealth of history behind the 
brand, Chanel’s Madamoiselle Prive exhibition that I attended and their current 

offering.
My second theme was Vogue. The fashion publication is a big inspiration to me 
and I utilised it’s content in my blog. I discussed features, designer cam-

paigns featured and editorial photographers.
My final theme was Beauty. The topic has featured a lot in my life due to work-
ing for Chanel Beauty previously. The theme included blog posts regarding fore-
casted make up trends, editorial make up as well as commercial in the fashion 

industry.
I have really enjoyed the blogging process as it has been a good way to pres-

ent: my personality,
assignment work and contextual examples of the industry. I hope to carry on 

posting on my blog
through out my time at University.
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