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“Design involves all the visual elements that make up a composition. 

The design process is the act of organizing all these parts into a coherent 

whole for a specific purpose… Design is like a muscle: it swells, 

strengthens, and becomes more flexible with exercise.”  

-Hirsch, Light and Lens: Photography in the Digital Age 

  



INTRODUCTION 

 The developmental progression behind producing creative work can take on various 

forms, changing from person to person or from field to field, even if the eventual end product 

entails a category as general as “music” or “clothes”. Each person may go about the “steps” or 

“stages” in different ways or orders, but I also believe the overall design process can be very 

similar across all fields or among a group of people. There is still this idea of a general sequence, 

beginning with the initial idea or inspiration, which transforms and advances through numerous 

phases, until it emerges as the final outcome.  

 Take, for example, the two aforementioned domains: music and fashion. The process 

behind how composers compose can also be applied to how apparel designers design. Early 

research with composers connected Wallas’s (1927) “four basic stages of creativity - preparation, 

incubation, illumination, and verification” – to the process of composing music: “productive 

mood (preparation), musical conception (incubation), sketching (illumination), and composition 

(verification)” (Graf, 1947), which Bennett (1976) later suggested “involves a process of 

discovering a germinal idea (preparation), a brief sketch (incubation), elaboration and refinement 

of a first draft (illumination), and revisions to a final copy (verification)” (as cited in Andrews, 

2004). Taking this latter procedure out of the context of music, it actually fits perfectly with the 

process of design for fashion. There is the discovery of the germinal idea, or inspiration 

(preparation), sketches (incubation), changing and refining those initial sketches (illumination), 

and constructing the garment (verification).  

 Upon personal reflection, this is the general process my own designs take; and it is the 

purpose of my paper to document that development of my own original collection, from the 

“germinal idea” to the final copy.  
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STAGE ONE: INSPIRATION (PREPARATION) 

 Over the summer, from June to September 2012, I interned with fashion designer Anna 

Sui in New York, right in the heart of the garment district. During my stay in the “city that never 

sleeps”, I experienced much of what the city has to offer, from the fashion to the culture to all of 

the activities and opportunities available there. On the evening of July 13, 2012, I went to 

Central Park to watch a free performance of Tchaikovsky’s Symphony No. 4 in F Minor played 

by the New York Philharmonic – and that is where the birth of my idea took place. 

 Sitting on the vast lawn, saturated with hundreds of blankets, people, and sweet couples 

having candlelit picnics in the vanishing light of sunset, I listened contentedly to the beautiful 

melodies that filled the air, impeccably performed, and I wondered, “How cool would it be if I 

could turn this incredible musical piece into a garment collection?”  

 

And the idea stuck.  

 For my thesis, I will translate Pyotr Ilyich Tchaikovsky’s Symphony No. 4 into an 

apparel collection of my own, inspired by the music of the great 19
th

 century Russian composer.   
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STAGE TWO: RESEARCH 

After my initial resolve to pursue this collection idea but before I began sketching ideas, I 

listened again to Tchaikovsky’s Symphony No. 4 on YouTube, starting with the first half of the 

first movement (the video was split into two). I wanted to gauge and note my early reactions and 

feelings, which I unfortunately did not record that very first time, but overall I do not remember 

finding it as dreary as the composer intended the entire musical piece to be. 

While listening to the music, I looked up the symphony online to see what information 

was available on it, and I came across a multitude of different websites. The first article I read on 

the piece was a commentary from The Kennedy Center’s website about the work, which 

eventually shaped how I view Symphony No. 4, a view that I believe is more accurate than 

before. (This is the main reason why I find it so unfortunate that I did not think to write down my 

initial reactions to the music, pre-research! It would have been interesting to see the difference in 

my feelings, before and after I knew the context in which the symphony was composed.) The 

article did not focus on the music itself, but rather on the composer; it discussed the background 

of the symphony in relation to Tchaikovsky’s life and the context in which the piece was 

influenced and ultimately formed.  

 

Symphony No. 4 in F minor, Op. 36:  

THE BACKGROUND 

Completed by the end of December 1877, Symphony No. 4 is said to have been written 

during “the most turbulent year of Tchaikovsky’s life and is closely associated with two women 
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– one whom he married that year, and the other, whom he never met in person” (Auerbach, 

2010).   

The first woman was Antonina Miliukhova, a former student of Tchaikovsky when he 

taught at the Moscow Conservatory, who wrote a love letter to him in late March 1877. After 

initially being rejected by Tchaikovsky, Antonina wrote another letter, begging for just one 

meeting “before she would end her life which would be impossible and meaningless without 

Pyotr Ilyich” (Auerbach, 2010). During this time, Tchaikovsky had started to work on his opera, 

Eugene Onegin, which was inspired by Alexander Pushkin’s novel-in-verse of the same name; in 

it, one of the characters, Tatyana, writes a letter to Onegin that is central to Pushkin’s novel – 

and so, by extension, to Tchaikovsky’s opera. It was this parallel of Antonina’s letter to 

Tatyana’s that drew Tchaikovsky to her; he even wrote to his patron, Nadezhda von Meck, that it 

seemed as if the power of fate drew him to that girl (Auerbach, 2010). On July 6, 1877, they 

married.  

Another main reason for wedding Antonina was the regrettable consequence of the social 

pressures and prejudice of the times. In the Tsarist Russia of Tchaikovsky’s era, homosexuality 

was considered a dishonorable crime, punishable by arrest and exile to Siberia. Pytor Ilyich 

Tchaikovsky was a homosexual. He wanted to marry a woman in order to quell the shameful 

rumors about his numerous same-sex encounters with men, to appear “normal;” and so, who 

better to marry than this woman to whom fate had purposefully pushed him? 

A few weeks after the marriage, Tchaikovsky fled to his sister’s estate in Ukraine, where 

he vigorously composed for a month and a half. When he returned to his eager wife, he found he 

could not do it; he suffered a panic attack and a little over a week later, attempted to commit 
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suicide by throwing himself into the river at night, to (thankfully) no success. Unable to divorce 

her due to legal constraints and fear of exposing his sexuality, Tchaikovsky ended up supplying 

her with money for the rest of his life on the grounds that Antonina leave him alone. After 

abandoning three children from unknown fathers, Antonina Miliukhova eventually died in a 

psychiatric asylum in 1917 (Auerbach, 2010). 

In a letter to his brother, Anatoly, in February 18, 1878, Tchaikovsky wrote: 

There's no doubt that for some months on end I was a bit insane and only now, when I'm 

completely recovered, have I learned to relate objectively to everything which I did 

during my brief insanity. That man, who in May took it into his head to marry Antonina 

Ivanova, who during June wrote a whole opera as though nothing had happened, who in 

July married, who in September fled from his wife, who in November railed at Rome and 

so on — that man wasn't I, but another Pyotr Ilyich. (Brown, 1983).  

 The second woman is the one to whom the musical composition itself, Symphony No. 4, 

is dedicated to – Tchaikovsky’s patron, commissioner, muse, and “best friend,” Nadezhda von 

Meck, a woman he had never personally met face-to-face but with whom he had exchanged well 

over 1,000 letters over about 13 years. She was the wealthy widow of a railway tycoon and had 

made it financially possible for Tchaikovsky to dedicate himself completely to composing. They 

grew extremely intimate throughout their correspondence, with her becoming a very close friend 

whom he was most open to about his creative processes and whose companionship and 

encouragement was a fundamental part of his emotional life. 

 In 1890, due to her own financial difficulties, von Meck stopped financing Tchaikovsky, 

and communication between the two eventually ended – an end that was the intention of neither 
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but was brought about by von Meck’s son-in-law, Wladyslaw Pachulski, an arrogant former 

student of Tchaikovsky who begrudged him. Tchaikovsky resented Nadezhda von Meck for her 

absence during the remaining three years of his life, while she was led to believe that he had no 

use for her once her funding stopped, a sentiment that was very much untrue.  

 According to Alexander Poznansky, a leading Tchaikovsky scholar, the complex nature 

of the Fourth Symphony makes it difficult to exactly connect the work to the composer’s 

“painful experiences.” He goes on to explain:  

In its chief characteristics, the symphony had been conceived and developed before the 

matrimonial disaster, though it was orchestrated and modified in its aftermath. Still, 

Tchaikovsky clearly considered the work a seminal achievement, embodying his emotion 

and creative anguish of the previous autumn and winter. (n.d.). 

Tchaikovsky extolled it as his best work to von Meck, stating how, despite all of the assiduously 

hard, tiring work, he was very pleased with the symphony, claiming it as “undoubtedly the best 

that [he had] written” and “one of only a few works with which [he had] not experienced 

disappointment” (Langston, 2006).  

 

THE MOVEMENTS 

 In this next section, I have included research on each of the four movements of 

Tchaikovsky’s Symphony. It is from certain elements and features of each movement that each 

look in my collection is derived. By examining individual defining characteristics of 
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Tchaikovsky’s work, I gathered components to interpret and incorporate into my own work, 

which I will further elucidate later in the paper.  

 The following is a detailed description of the symphony, written to Nadezhda von Meck 

in a letter dated on February/March 1878 by the composer himself: 

You asked me whether there is a definite programme to this symphony? Usually in 

respect of a symphonic work I would answer: none whatsoever. And indeed, this is the 

answer to your question. How can one put into words the intangible feelings which one 

experiences, when writing an instrumental work without a definite subject? This is a 

purely lyrical process, and essentially a musical unburdening of the soul in music, similar 

to the way in which a poet expresses himself in verse... In our symphony there is a 

programme, i.e. it is possible to express in words what it is trying to say, and to you, and 

only to you, I am able and willing to explain the meaning both of the whole and of the 

separate movements. Of course, I can do this only in a general way. 

The introduction is the seed of the whole symphony, undoubtedly the main idea:  

 

This is fate: this is that fateful force which prevents the impulse to happiness from 

attaining its goal, which jealously ensures that peace and happiness shall not be complete 

and unclouded, which hangs above the head like the sword of Damocles, unwaveringly, 
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constantly poisoning the soul. An invincible force that can never be overcome—merely 

endured, miserably. 

 

The gloomy and hopeless feelings become more inflamed and intense. Is it not better to 

escape from reality and to take refuge in dreams:  

 

O joy! Out of nowhere a sweet and gentle day-dream appears. Some blissful, radiant 

human image hurries by and beckons us away:  

 

How wonderful! How distant now sounds the obsessive first theme of the allegro! 

Gradually the soul is enveloped by daydreams. Everything gloomy and joyless is 

forgotten. There it is, there it is—happiness! 
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No! These were merely daydreams, and Fate wakes us from them:  

 

And so all life is an unbroken alternation of harsh reality with swiftly passing dreams and 

visions of happiness... No haven exists... Drift upon that sea until it engulfs and 

submerges you in its depths. That, roughly, is the programme of the first movement. 

The second movement of the symphony expresses another phase of sadness. This is that 

melancholy feeling which comes in the evening when, weary from one’s toil, one sits 

alone with a book—but it falls from the hand. There come a whole host of memories. It is 

both sad that so much is now past and gone, yet pleasant to recall one’s youth—both 

regretting the past, and yet not wishing to begin life over again. Life is wearying. It is 

pleasant to rest and look around. Memories abound. Happy moments when the young 

blood boiled, and life was satisfying; there are also painful memories, irreconcilable 

losses. All this is now somewhere far distant. It is both sad, yet somehow sweet to be 

immersed in the past. 

The third movement expresses no definite feeling. It is made up of capricious arabesques, 

of elusive images which can rush past in the imagination after drinking a little wine and 

feeling the first phases of intoxication. The spirit is neither cheerful, nor yet sad. 

Thinking about nothing, giving free rein to the imagination, which somehow begins to 

paint strange pictures. Amid these memories there suddenly comes a picture of drunken 

peasants and a street song ... Then, somewhere in the distance, a military procession 
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passes. These are completely disparate images which rush past in the head during sleep. 

They have nothing in common with reality; they are strange, wild, and disjointed. 

The fourth movement: if within yourself you find no reasons for joy, then look at others. 

Go among the people. See how they can enjoy themselves, surrendering themselves 

wholeheartedly to joyful feelings. Picture the festive merriment of ordinary people. 

Hardly have you managed to forget yourself and to be carried away by the spectacle of 

the joys of others, than irrepressible fate again appears and reminds you of yourself. But 

others do not care about you, and they have not noticed that you are solitary and sad. O, 

how they are enjoying themselves! How happy they are that all their feelings are simple 

and straightforward. Reproach yourself, and do not say that everything in this world is 

sad. Joy is simple, but powerful. Rejoice in the rejoicing of others. To live is still 

possible. 

Well, this is all that I can explain about the symphony. Of course, this is vague and 

incomplete. But a basic quality of instrumental music is that it cannot be subjected to 

detailed analysis. "Where words end, music begins", as Heine remarked... This is the first 

time in my life that I have attempted to put musical thoughts and images into words, and I 

cannot manage to do this properly. I was extremely depressed during the winter when 

writing the symphony, and it rather echoes my feelings at that time... They remain, in 

general, memories of most terrible and dreadfully difficult times. (Langston, 2006).   
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I. Andante sostenuto – Moderato con anima 

 The first movement is the longest of the four at around 20 minutes, lasting nearly as long 

as the remaining three put together. It has a powerful beginning, opening with a blasting fanfare 

of bassoons and horns that declare the musical motif representing Fate, all in the key of f minor, 

of which the four flats (A, B, D, and E) account for the more somber tone. The word andante 

defines the speed of the piece – of walking pace (“Andante” is Italian for “walking”) (Naxos, 

2012) – and this sustained walking speed is the tempo on which the entire symphony starts. It 

switches to a faster, moderate speed 27 measures in at the Moderato con anima, still in f minor. 

About a third of the way into the movement, there is a key change to B Major, among various 

other changes in key throughout the movement; but it ultimately comes back to f minor in the 

end. 

According to the Keeping Score: MTT multimedia video and based off of interpretations 

from Tchaikovsky’s letter to Nadezhda von Meck, this initial movement is the “key to 

understanding the entire composition… [and] represents the composer’s sense of a powerful 

‘force of destiny’ that overwhelms his (or any individual’s) efforts to resist it” (Thomas, 2004).  

 Looking over Tchaikovsky’s program notes of the andante sostenuto, the overriding 

sense of bleakness and despair regarding the idea of Fate is clear – it is inescapable, like a 

shadow that constantly follows and overpowers you. Every once in a while comes a fleeting, 

“sweet and gentle” day dream, in which the gloom and hopeless feelings disappear; but once 

again Fate “wakes” us from the day dreams, making life “an unbroken alternation of harsh reality 

with swiftly passing dreams and visions of happiness… [until Fate] submerges you in its depths” 

(as cited in Langston, 2006). 
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II. Andantino in modo di canzona 

Depicted as a succession of bittersweet sentiments evoked by reflections of the past, the 

second movement is written in b flat minor in a tempo that is a little slower than andante, like of 

a song. It begins with an oboe solo, which is softly supported by the gentle pizzicato of the 

strings.  Before long, the cellos take over the melody, to which the rest of the strings join once 

the cellos have ended a complete musical phrase. This exchanging of the melody is done 

throughout the movement, passing from the violins to the violas and clarinets, to the final 

bassoon soloist at the end. The Andantino ends quietly with the lower-register string instruments 

plucking the last three pianississimo (very very quiet) notes. It is approximately nine minutes in 

length. 

 

III. Scherzo (Pizzicato Ostinato). Allegro 

Composed in F Major, the third progression in the Symphony makes use of an 

“unprecedented 97-note-long pizzicato passage for the string basses;” pizzicato throughout the 

entire piece for the strings; no percussion except for the timpani; and the world’s shortest solo for 

the piccolo, which has been described as “nightmarish” because of its immense difficulty 

(Auerbach, 2010). It is the shortest of the four movements, lasting close to six minutes. A 

scherzo, meaning “joke” in Italian, indicates a light-hearted movement, which is definitely the 

case for Tchaikovsky’s third piece; the one word used to describe it overall in Keeping Score’s 

multimedia video is “Play,” touting it as a segment in which the composer’s imagination is “most 

playful, witty, and free” (2006).  
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IV. Finale. Allegro con fuoco 

As one of the themes for the finale, Tchaikovsky incorporates a well-known Russian 

folk-tune, “In the Field Stood a Birch Tree,” while also bringing back material from the first 

movement, the appearance of which “seems to be a calculated (or miscalculated) dramatic device 

rather than an organic development” (Auerbach, 2010).  The allegro, which is Italian for 

“cheerful” or “lively,” designates a fast pace, and is to be played with excitement, as indicated by 

the “con fuoco” or “with fire.” The final movement also starts and ends in F Major, and lasts 

about nine and a half minutes. 

Michael Thomas of Keeping Score illustrates the fourth movement as follows: 

The Finale is a culmination of the emotional scenarios in the three preceding movements. 

An individual has felt isolation in a crowd, but can still find gratification from the people 

around him. The dynamic between loneliness and fulfillment is both a universal human 

condition and a reflection of the deepest conflict in Tchaikovsky’s own life. (2006). 

 

Personal Interpretations Regarding the Music 

I.  

 For some reason, the opening fanfare reminds me of Star Wars. It is very epic, especially 

with the lightning strikes of sounds in the first few measures of the music, followed by the two 

and a half beats of rest. After the introduction, he follows it with a romantic melody performed 

by the strings, a style that really screams Tchaikovsky.  

Having the music be in the key of a minor scale really sets the tone, creating the somber 

mood of the entire symphony. About eight minutes in, the music emotes a triumphant feeling, 

which could be a mark of the hopeful daydreams in which the “gloomy and joyless is forgotten” 
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(as cited in Langston, 2006); but it is eventually followed, once again, by the haunting motif 

representing Fate, bringing the original foreboding tone back and thus conveying its inevitability 

and dominance, reminding the listener that Fate is always there in the background.  

Periodically throughout the movement, I get a sense of urgency, with almost a hint of 

panic, mainly from the accelerated feel of the six-note 32
nd

 notes. Tchaikovsky does a wonderful 

job going back and forth between fantasy and reality, hard and soft, forceful and dreamy, 

effectively demonstrating that internal struggle to keep Fate at bay. His use of both the f minor 

and B Major scales really help to portray that inner battle, with the major scale conveying the 

brighter mood of the evanescent, joyful daydreams. It closes just as it started – in a grand state, 

full of sound and power.  

Overall, I do not find the first movement to be as sorrowful and despairing as 

Tchaikovsky portrays it to be in his program notes. Perhaps that was his overriding emotion 

while composing the piece, or what was most prominent in his mind, given the circumstances he 

was living in during the creation of this symphony. It is definitely and undeniably powerful and 

grand, though – truly a stand-alone piece.  

 

II. 

 The second movement has almost a 180-degree turnaround in mood, I think. It feels 

lighter than Tchaikovsky describes it, especially in contrast to the Andante, and it is very 

romantic. However, I do sense the bittersweet feeling the composer narrates in his program 

notes, as if there is this underlying tone of gentle sorrow and nostalgia. Although it is slower in 

tempo, it is still every bit as dramatic as the passage before it.  
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The melodies coincide harmoniously, and the music moves in a slow, almost sluggish 

pace, evoking the sentiments Tchaikovsky described in his program notes. To me, the “memories 

abound” when the majority of the orchestra comes together to play the same melody, with its 

strong emphasis on the downbeat, about 3:45 minutes into the piece. The Andantino has this 

dream-like quality, as if the music wishes to whisk the listener away to a magical place from the 

past, to a time of “happy moments when…life was satisfying” (as cited in Langston, 2006). 

Towards the end of the piece, particularly when the cellos take over the melody, is when I 

feel that the music is truly portraying “another phase of sadness” (as cited in Langston, 2006). 

The use of their deeper timbre, despite the few wind instruments quietly playing in the 

background, builds this profound, hauntingly-beautiful, resonating feeling that quickly turns very 

dark when it is only the cellos playing; and in unison, their strings surge with sound. The 

movement slowly dies out in the final measures with only softest pizzicato notes, creating a kind 

of hush, as if the daydreamer has fallen back asleep. It is a beautiful piece, probably the most so 

of the four, which is the essence I wanted to recreate for my second look. 

 

III.  

Once again, Tchaikovsky takes the listener into another direction. Immediately, this 

movement stands out. Whenever I listen to the Scherzo, it makes me think of playful, almost 

mischievous elf-nymphs romping around a forest, playing and teasing each other, especially with 

the shortness of the notes and the crescendos and decrescendos that produce great swells of 

sound. I kind of get that feeling of someone sneaking up behind you, then – “AH!” – shocks you, 

and immediately scampers away, snickering.  
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Then, strikingly, out of nowhere, the oboe chimes in, along with the winds. The music is 

very lively and kind of jolly, unlike the others. One can definitely hear the military procession 

Tchaikovsky discusses in his program notes, too; it is unmistakable. The Scherzo is short, fun, 

and almost – dare I say it – happy.  

Almost.  

 

IV.  

 “Festive merriment,” as the composer uses, are accurate words to describe this 

movement, though it is still complex in that it conveys multiple moods throughout the one piece. 

The opening to the Finale is as grand as a Tchaikovsky finale should be; it is very much full of 

life and sound, as if to proclaim a great celebration, and is nothing short of exciting.  

There are definite hints of a Russian flavor in the Finale, most obviously noted by the use 

of the Russian folk song 60 measures in (about 1:40 minutes), which is played by the oboes. 

Tchaikovsky puts a dark twist to the tune, as expressed by the strings’ quick 16
th

-note scales that 

create a frantic feeling; and then suddenly it becomes light and happy when that frenzy 

disappears and is replaced by short, delicate notes. It is another example, I think, of the human 

ability to feel multiple emotions within quick succession of each other. 

In measure 199 (5:45 minutes), the Fate motif appears again, bringing the listener back to 

reality once more and to the realization of Fate’s inescapability. But Tchaikovsky does not linger 

on the theme, returning to the joyful melodies that proclaim to “rejoice in others.” And to wrap it 

all up, the Finale has such a fantastical ending. It is the epitome of epic – one cannot help but 

feel a sense of awe at the beauty and intensity of the music he created. 

 

 



17 
 

 

STAGE THREE: DESIGN 

I. Fate 
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 My first three looks I actually mostly sketched out simultaneously, without writing down 

the course of their development. I started it over the summer while I was still in New York, 

drawing mostly after work and dinner when I was sitting alone in my room, listening to the 

movements. For purposes of my thesis, I will do my best to recall what I was thinking while 

outlining it all out.  

 The idea of an inevitable Fate is such an elemental part of not only the Andante but the 

symphony as a whole that I made it the center of my first look. According to Tchaikovsky, Fate 

is “that fateful force which prevents the impulse to happiness from attaining its goal, which 

jealously ensures that peace and happiness shall not be complete and unclouded, which hangs 

above the head like the sword of Damocles, unwavering, constantly poisoning the soul. An 

invincible force that can never be overcome – merely endured, miserably” (Langston, 2006). It is 

such a dark, heavy-hearted, cynical view of Fate, and this feeling is what I wanted to harness 

through my designs. 

 My first piece relies heavily on black, and I plan to make use of heavier materials, such 

as leather/faux leather and a damask, to represent the burdensome weight of Fate. In his program 

notes, he expresses evanescent joyous moments in which Fate seems far away or negligible – day 

dreams. I wanted to parallel these instances of light-heartedness in the lightness of chiffon and 

mesh netting, as well as the lighter colors.  

 Because it was the first one I drew out, it is from my first piece that I derived most of the 

elements and styles that I repeat throughout my entire collection, in order to make it all cohesive. 

While I was working at Anna Sui in New York, there was one intern there from the Upper East 

Side that had this fantastic black dress with strong, structured shoulders. I absolutely fell in love 

with it. I knew I wanted to incorporate the strong-shouldered look into my collection, which is 
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seen in the emphasis on that area in each look. For my first piece, I wanted tough, sharp 

shoulders, as if to say, I am not one to mess with – Fate. Going off of what I had and letting the 

ideas flow, I drew in a deep V-neck on the bodice top, another feature I replicate in my other 

three looks. And lastly, every model will have a black lace veil covering the majority of her face. 

I will explain the reason for this later in my “Analyzing the Designs” section.  

----- 

 Originally, I wanted to use black and white for my color scheme, because it is the starkest 

contrast of colors, I think. But after watching the YouTube videos of the Chicago and San 

Francisco Symphony Orchestras performing Tchaikovsky’s Fourth and reminiscing of the 

beautiful and elegant instruments of an orchestra (I used to play violin), it occurred to me – why 

not use the rich tan/chestnut colors of the string instruments with black? And so came to being 

my final color story for my collection.  

----- 

 I have come to realize you can find inspiration in the most unexpected of places. On 

October 26, 2012, I went to the Fall Drag Show at Oregon State University in support of the 

LGBQT community. During the performance, one of the Drag Queens had on this black, dark-

angel ensemble, created from a ripped-up long-sleeved shirt with black, feathered wings 

attached. It was fantastic. Instantly, I knew I wanted to take the shape and silhouette of the wings 

and include it in my collection. So, I went back and slightly tweaked the top half of my first look, 

mainly changing the right shoulder to appear as if there is a wing coming out from behind.  I like 

this modification much better, because it adds to the asymmetry of the look. I also experimented 

with princess seams up the bodice, which I ended up keeping and using as a stylistic component 

to be used throughout my collection.  
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II. Childhood 
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 Tchaikovsky describes his second movement as “another phase of sadness” in which 

“memories abound” (as cited in Langston, 2006). Thomas employed the word “childhood” to 

portray this movement on the whole (2004). The innocence of childhood and the romantic beauty 

of the music is what derived the girly-silhouette of my second look. 

 Once again, there is emphasis on the shoulders, this time through short, full puff sleeves, 

the deep V-neck, the princess lines through the bodice, and of course the veil. In the back of the 

bodice is the distorted heart cut-out, which I will explain later in my paper. The inspiration for 

the back of the skirt came from a pattern I saw while working at Anna Sui, in which she put 

pleats in the back of a gathered skirt. Originally, I wanted to create a beaded choker necklace for 

this look, as well, but that evolved into a faux leather collar towards the end of my construction 

phase. 

 

  



24 
 

 

III. Play 
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 The third movement is the one where Tchaikovsky’s imagination is said to have been the 

most “playful, witty, and free” (Thomas, 2004), three words which stand as my main focus for 

my third look. Just as before and will be seen in my fourth look, I included my repeat style 

characteristics that help tie my collection all together.  

 At first, I went off of the idea of the military procession that passes somewhere in the 

distance, as Tchaikovsky depicted. I Googled “Russian military uniform” in the Images section, 

and came across this photograph: 

 

Figure 1. Female Russian military uniform. From “Russian Military Adopts New Uniforms, 

Digital Camo Patterns” by Valentin Yudashkin, January, 2008, Military Photos, Retrieved 
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November 16, 2012, from http://www.militaryphotos.net/forums/showthread.php?127790-

Russian-military-adopts-new-uniforms-digital-camo-patterns/page3 

 

 From this picture, I wanted to recreate the collar in my third look, as well as the shoulder 

epaulets so commonly observed in military uniforms. Then, from there, I just started sketching, 

drawing whatever came to mind, erasing what I did not like, playing with different ways to put 

prominence on the shoulders. For example, I created a rather unique two-tiered sleeve, 

reminiscent of a flutter sleeve. The top layer of the sleeve would be standard, but the bottom 

layer would have a high-low silhouette, creating an almost cape-like effect, which in turn made 

me want to actually put in a cape into the bodice (I did not end up actually using this sleeve, as 

will be seen later). This style was interesting to develop, because I had to really think about how 

I would actually sew it up. 

I ended up completely changing my entire third look: I originally wanted to create a 

romper, the shorts of which would be flowy enough to resemble a skirt, and I would create a cute 

pair of bloomers to go underneath; but that all changed when I established the four-piece-per-

look concept.  That process I describe below, as it happened while I drew up my fourth look.  
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IV. “Look to the people” 
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I decided to focus on this phrase in Tchaikovsky’s program notes, and to me, the 

equivalent of “looking to the people” in the fashion world is street style. My favorite street style 

blog is lookbook.nu, which I often go to for fashion inspiration; it is a good way to observe and 

discern current trends (and also very interesting to see how, even though fashion is used as a tool 

to differentiate one’s self from others and illustrate one’s individual identity, fashions tend to be 

very similar overall).  

On the lookbook website, I came across a black faux leather moto jacket with quilting 

detail on the shoulder and arm that I really liked, as pictured below: 

 

Figure 2. Fake leather jacket with quilting details on the shoulders and arms. From “Motel Suzie 

Q Faux Leather Jacket in Black,” n.d., Motel, Retrieved November 12, 2012, from: 

http://www.motelrocks.com/shop/products/Motel-Suzie-Q-Faux-Leather-Moto-Jacket-in-

Black.html?aff=awin&awc=2532_1352784064_db941e96ea547f93f26bf608db716f79 
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And just to demonstrate the fluidity of ideas and how often they can change, as I was 

starting to incorporate this detail into the sketch for the fourth look, I decided it might be a better 

fit for my third. But once I wrote all of this down, and looked at the meaning of the third 

movement, I changed my mind again – the design detail seemed too tough and dominatrix-like 

for a piece that should be “playful, witty, and free.” So, I moved it back to Look 4.  

Sketching what is slowly becoming a modified, bolero version of the motorcycle jacket 

while listening to the fourth movement, and the idea of possibly having to create outerwear (to a 

high enough standard that will satisfy a 4.0 student/perfectionist) in the upcoming months half 

scares me; it seems like such a daunting, time-consuming process… In my stress-induced state, I 

am partly wondering if I should just not put this jacket in my fourth look! And, as I am re-

listening to the fourth movement, I also wonder if this panic is influenced by the music. About a 

minute and 17 seconds into the song, the fast-paced string melodies, fortissimo volume, and 

thunderous wind and percussion create this sort of frenzied feeling to the music; I get a sense of 

one of the dark scenes in Disney’s Fantasia with the devil/demon Chernabog in the “Night on a 

Bald Mountain” scene.  

For my final piece, I like the idea of having a “wow” factor – it is the finale after all! 

Once having sketched out the bolero-motorcycle-jacket hybrid, and also partly inspired by one of 

my own styles I like to wear, I added a long, flowy piece to the look, thinking it might be a 

sleeveless robe-like garment. I also tossed around the idea of it potentially being a wrap dress, 

the idea of which came from the image below, though this did not end up being the final case.  
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Figure 3. A flowy vintage dress. From “A Matter of Time” by L. Ebel, November 12, 2012, 

lookbook, Retrieved November 12, 2012, from: http://lookbook.nu/look/4235401-A-Matter-of-

Time 

 

All the while, I am contemplating the concept of four. There are four movements in 

Tchaikovsky’s Fourth Symphony, so the number feels very prominent to me. I am having four 

looks in my collection, one for each movement; and it had occurred to me a couple of nights ago, 

maybe I should have four components to each look! I cannot seem to shake it, even though it 

complicates the process and adds more tasks for me to accomplish by the end of this journey. I 

know for a fact the veil would be one of the pieces in each look, and I am not limiting the 
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number to be only textile pieces – I am thinking one of the four pieces in my second look will be 

a beaded/embellished choker. Need to think it over more.  

------ 

Switched back to sketching the third look, because I decided I no longer liked what I 

initially drew. After perusing the four-piece-per-look concept more, I have decided to go for it, 

because it pleases my artistic symbolic tendencies. It just feels right. Gone is the romper, which I 

essentially just split into its two constituting pieces: shorts and a top. I kept the bloomers, and the 

veil makes four. I kept some elements of my original drawing, and just tweaked certain spots, all 

the while listening to the third movement and trying to think “playful, witty, free” (Thomas, 

2004). I changed the sleeves, first to a puff, then to a flutter (which I had to Google, because I 

did not know the correct term for it); played around with the bottom half of the top, the back 

shape being loosely inspired by a girl’s coat I saw last night (November 13, 2012).  

----- 

Switched back to sketching the fourth look – I’m starting to get very excited about my 

collection and I really want to start creating the garments! Upon rereading Tchaikovsky’s 

program notes for the fourth movement, I remembered he made use of the Russian folk song, “In 

a Field Stood a Birch Tree,” which is first seen about 1:42 minutes into the song; and suddenly I 

wanted to incorporate a tree somehow into my fourth look. The only canvas I really have to 

experiment with is the back of my faux leather bolero, and I am thinking, can I embroider a tree 

on the back?? I want the tree reference to be very subtle, maybe stitch a tree silhouette into the 

back.  
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Figure 4. Birch tree inspiration. From Birch Tree Records, July 24, 2011, Gephart Long Quartet, 

Retrieved November 14, 2012, from: http://www.glqjazz.com/birchtreerecords.html 

 

----- 

And as expected, I found more inspiration for my third look. After watching a YouTube 

video for “In a Field Stood a Birch Tree,” I clicked on a video from a band called The White 

Birch because the main photo was a silhouette of a woman who looked a lot like the musician 
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Kimbra; so I had to find out if it was her! Alas, it was not. But I ended up searching Kimbra’s 

music and found her official video for her song, “Cameo Lover,” in which she wears this dress. 

 

Figure 5. Kimbra in her wicked awesome dress from the music video, “Cameo Lover”. From 

“Musicians Win Global Awards,” January 5, 2012, Auckland Now, Retrieved November 14, 

2012, from: http://www.stuff.co.nz/auckland/whats-on/6838875/Musicians-win-global-awards 

  

Those shoulders! I think I want the shoulders in my third look to be like these. Amazing. 

----- 

Note: I did not actually end up making those sleeves. 
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STAGE FOUR: DRAFTING THE PATTERNS 

STAGE FIVE: CONSTRUCTING THE GARMENTS 

 

 I decided to put these two stages next to each other, because for me, it was more of a 

back-and-forth progression; I would create a couple of patterns, sew some garments, create more 

patterns, and then sew some more. In retrospect, though, this can be the case for most of the 

design process, which is not so much a linear sequence – even throughout the Design stage, there 

would be some new finding or idea from researching, which would prompt me to alter certain 

styles or looks, thus producing a kind of circular momentum to the process of design. The main 

instances of linearity would have to be within the different stages; so for example, assembling a 

dress has more of a direct path, where you start at certain areas, such as center front or center 

back seams, and end with features, like the hem and buttons. But overall, my design process has 

a tendency to move organically, flowing back-and-forth between stages as necessary, rather than 

rigidly following a prescribed set of steps. 

Given the nature of being in school and having work, finding the time to draft patterns 

was an intermittent, spread out process; it came second to my homework, though it was always 

in the back of my mind. So, because I knew I would have way too much free time over winter 

break, I made it my goal to construct the majority of two garments then; and of course, in order 

to achieve that, I needed to create my patterns before leaving for Las Vegas, my hometown. I 

always seem to underestimate how long this process takes me; so in addition to all of my 

schoolwork and studying for finals, this was pretty stressful, especially when I remembered that I 

would also need to find the fabrics I wanted, and I had very specific ideas in mind for that. While 

sketching my designs, I imagined using these beautiful, thick damasks with Baroque or Gothic-

esque ornamentation in black and a light chestnut for my main fabrics. I looked online and even 

went all the way to Fabric Depot in Portland, Oregon, an hour and a half drive from Corvallis, to 
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try to find what I envisioned, but none seemed to be exactly it. Luckily, I discovered the perfect 

black damask at Jo-Ann, of all places, which actually ended up being a Home Décor fabric. I 

could not seem to find the right shade of light chestnut for my other main fabric in the same 

heavy weight, however. In my eagerness to obtain all of my materials before leaving for break, I 

decided the right color of chestnut was most important, and I came across a brown 100% cotton 

flannel that actually had a lovely Baroque-style floral motif.  

Because I designed each look to have the same low V-neckline in the front bodice for 

cohesion across my collection, I decided to drape that piece with muslin to ensure that each of 

my four garments would have the same dimensions. Personally, I am more comfortable with the 

flat pattern method of constructing patterns, but draping seemed appropriate to attain the look I 

desired, since I would be able to see exactly how the pattern pieces would lay. I began with the 

center front bodice piece of my first look. To find the dimensions of the portion of muslin I 

needed, I measured the length of the torso from the top of the neck to the waist, which stood at 

17.5”, and took half of the width of the largest part of the bust from center front to side seam, 

(9.5”), adding 2-3 inches to each measurement for seam allowances. After ensuring the grain was 

straight, I aligned the muslin’s lengthwise grain to center front, clipping along the neckline and 

waistline so the fabric would lie flat, and drew in the lines of my design. From there, I draped my 

side front bodice piece, following the princess lines on the mannequin, then the front yoke, back 

bodice, back yoke, and collar. Once complete, I took the pieces off of the mannequin and traced 

the patterns onto paper. 
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For the skirt of the dress, I flat patterned it using the slash-and-cut method to flare out the 

size 8 skirt sloper into a circle skirt. I also use this as a basis for the skirt of my second look, 

though more-so for the front, as the back is pleated. Because I was not sure how to go about 

creating the harness and overskirt of my first look, I saved that for a later date. 

As intended, I used the same Center Front Bodice pattern I constructed for my first look 

for my second, saving me time in that aspect. All I needed to do was create a different front 

yoke, which I did using Look 1’s patterns. I basically lined up the bodice patterns onto a newly 

traced out bodice sloper, forming the entire front yoke of Look 2, which I chose to use as cut-on-

fold.  For the back of Look 2, I decided to flat pattern it, thinking it might be easier because the 

left and right sides are asymmetrical. I just drew in the lines I wanted onto the back basic sloper 

and cut along those lines to form the five separate pattern pieces.  

Reasons why thinking about how the garment needs to be constructed first before 

drafting the pattern became incredibly clear as I began sewing Look 2 together a couple of weeks 

later. I was so consumed by my goal of making the patterns before I went home that I just 

formed the pieces without really considering what needed to be done with them, and it ended up 

creating issues during construction. Because I wanted the Front Collar and Back Heart Insert to 

be connected to the yoke, I did not think about how I would finish the raw edges; I had to stop 

sewing up the Back Bodice to write instructions for myself of a plausible way to attach them. At 

that point, my original design did not have a standing Mandarin collar; that was added during 
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one of the final sewing stages, so that I would have a better, cleaner way to finish the neckline’s 

edges – more proof of how a design can evolve over time as obstacles are encountered during the 

entire process. 

This setback reminded me that I am still in the learning process and taught me the value 

of methodical development, especially during those important initial stages. Had I taken the time 

to consider all of the aspects required of my patterns, such as how exactly the pieces will all fit 

together, I would have had less to worry about later while I constructed it. Yes, it would have 

taken me longer to create my patterns, but that time would have been made up later.  

As I stated previously, I used the same method to create the Front Skirt for Look 2 as I 

did for Look 1, although I extended it to 18 inches in length. For the Pleated Back Skirt, 

however, I had to utilize more of my math skills. I needed to measure how wide the completed 

pleated section would be and make sure it would fit the back waist arc along with the Back Side 

Skirts. After a short reflection, I decided I wanted 1” box pleats – five of them to be exact; so 

with the under-pleat and the seam allowances, I had to draw out a 15” long by 22.5” wide 

rectangle, forming my Pleated Back Skirt pattern. Here, my internship over the summer helped 

tremendously. At Anna Sui, my department head, Akiko Mamitsuka, taught me how to plan a 

pleated skirt pattern, and subsequently made me the person she went to with each one; she gave 

me the background knowledge I needed to implement a pleated design in my garment.  

Next, I had to make the Side Back Skirts, which ended up being 3 3/4” at the waistline. 

Using the Front Skirt Pattern, I held it up to the mannequin, guesstimated how much flare I 

wanted in the sides, and traced it off. The only component left to finish were the sleeves, which 

was easy enough to create. I copied the sleeve pattern, slashing-and-cutting to form the flare in 

the sleeve hem and the volume in the cap, both which would be gathered up, while evenly 
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spreading each piece that I cut, to appease my perfectionist side. After smoothing the curves of 

the hem and cap, and adding seam allowances, notches, and the grain line, my sleeve pattern was 

complete.  

Cutting fabric always seems to take me a while to do, around an hour per garment piece, 

at the very least. I think it is because I am painstakingly absorbed in making sure my fabric is 

straight of grain, even though sometimes I do not think it actually is... And I take so much time 

pinning and aligning each pattern to the most cost-effective set-up to eliminate as much fabric 

waste as possible. I ended up incorrectly cutting one of the skirt pieces for Look 2, because I 

forgot to take into account that my pattern piece needed to be flipped over for the fashion fabric 

to be on the correct side; but luckily, I had enough of my brown flannel to re-cut that section!  

I sewed the majority of my first two looks, as planned, stopping at certain points so I 

could (hopefully) easily fit them to my models. For example, I constructed all of Look 1’s dress, 

but left out the zipper and collar closure. (It turns out my garment fit my model, Bailey, almost 

perfectly for the most part, which was an incredible blessing. All I had to do was put in the 

zipper, take in the sleeve, and add more to the collar because it did not fit around her neck.) 

While sewing Look 2, I detected a potential construction issue with my pattern. Once 

again, I did not fully think through how the pieces would come together. I wanted a side zipper 

for this dress, because of the pleated design in the back; but since it has sleeves, I was not quite 

sure how to go about sewing in the zipper at the side seam. I know it is possible – I have seen it 

before – but it was a first for me. (And it turned out to be very simple!) 

Once school started again, I needed help creating the pattern for Look 1’s harness 

sleeves, so I asked my mentor and professor, Kathy Mullet, for help. She recommended draping 

them with paper, roughly demonstrating how to form the pointed sleeve. I modeled mine after 
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her example, though I extended the dart of the top sleeve to four inches; then I held up the 

pattern to the mannequin’s shoulder and eyeballed where I wanted the sleeve hem to be. For the 

bottom sleeve, I shortened the dart ½” to 3½” and lengthened the armscye seam to 5” and the 

hem to 1¼” more than the top sleeve, so that it would stick out a little more.  

After fitting a mock-up of the harness on Bailey, Dr. Mullet observed tautness in the 

back. I had to add more fullness across the shoulders, which she suggested doing by creating a 

star-like excess in the back with the cut-and-spread method. That allowed me to keep most of my 

sew lines intact.  

Sewing the real deal with the faux leather was an interesting experience; I have never 

sewn leather or synthetic leather before. Due to the nature of the fabric, I had to use longer 

stitches (3.0-3.5 on the machine), to reduce the number of needle points, which weakens the 

fabric, and it cannot be ironed. In order to have a pressed appearance, I had to topstitch along the 

seam lines, which became an issue when both of the right sides were up. The faux leather would 

get stuck essentially and would not move through the feed dogs, so I put tissue paper around the 

area in order to topstitch.  

 

I eventually got the hang of sewing faux leather, as it got easier and easier the more I 

worked with it. I found that topstitching actually goes fairly well if I bring the stitch length on 

my machine to its highest point (5.0) and had a looser tension. Sewing the pleather with tissue 
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paper over it, and consequently having to remove the tissue paper, was a pain, so I am extremely 

happy I found a simpler solution. 

Early February (February 6, 2013, to be exact), I began to develop the pattern for the 

faux-leather bolero-like jacket of my final look. I started with the sleeves, which I derived from 

Patternmaking for Fashion Design. Even though instructions were given, I had trouble evenly 

slashing and spreading the sleeve cap, which resulted in unsymmetrical underarm seam lines. 

Despite that pleather does not have a grain, the unevenness would still be problematic, so I had 

to equalize the underarm seam by averaging the two sides and creating a new underarm seam 

down the middle of the two original ones. I created a mock-up of this sleeve to test it before 

using my final fabric, which is generally a good practice to do, especially if the final fashion 

fabrics being used are expensive or limited in quantity; but making mock-ups also require more 

time and money, which I felt I did not have – hence, why I only did very minimal amounts of 

mock-ups.  

For the body of Look 4’s jacket, I wanted it to fit the contours of my model’s body, who 

is a size 8 in the bust but a size 10 in the waist. To do this, I used grading, which I was taking a 

class on that term! I adjusted the size 8 front bodice sloper by increasing the width of the waist 

3/8” out from the side seam, as determined by the Mullet grade distribution system, but kept the 

original bust. 

Concurrently, I began draping the overskirt of Look 1. At first, I felt a bit at a loss, 

mainly because I do not think I am very good at draping. I knew that I just had to play with the 

fabric and how it fell, but I still felt as if I did not really know how to go about making the skirt I 

wanted. I think it is because I need more of a methodical process when I create my garments, 

which is why I prefer flat patterning over draping. Eventually, I got the hang of it though; and by 
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the time I got to my third tier, I liked more and more what I was creating. I basted by hand every 

tier individually to keep each form; then I eventually hand-basted them all together at the 

waistline, as well.  

While draping, the skirts began to develop a sort of bustle in the back from how I 

gathered the chiffon, which I ended up really loving. I may or may not keep it at this point (it is 

the middle of February), though truthfully I am more inclined towards a yes! This evolution and 

adaption of my designs are part of what I love about designing. It is always remarkable how 

certain aspects can change or develop over time, which is generally clearly seen in the drawing 

stage; it will be interesting to see what my final products turn out to be! 

----- 

Turns out, that bustle was nixed. After trying everything on my model, I decided there 

was too much going on around her waist – the sheer amount of fabric made her look wider, so I 

went back to square one and left it as I originally designed, sans-bustle. I was a little sad to see it 

go, but it just did not work out the way I hoped, and I am happy with the design as it is.  

For the bolero-jacket of Look 4, I incorporated some of the tailoring skills I learned 

throughout the term. I added an extra layer of muslin underlining, which I hand-basted to my 

faux leather, in order to create more structure, as well as some hair canvas in the collar which I 

catch-stitched to the underlining. I also put batting and a strip of horse hair braid in the sleeve 

cap to keep its shape, and when everything was done, including the tree embroidery, I stitched 

the hem together by hand.  

----- 

 As time progressed, I ended up sewing all of the looks concurrently. Although I did finish 

the entirety of Look 1 first, I sewed all of the rest at whatever time best suited me or whichever 
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one I felt like working on at the time, as opposed to completing one entire look before 

progressing to the next – unlike my sketches, which I did mainly in numerical order, 

interestingly enough. I did, however, sew up the main pieces first; so, for example, I had the 

majority of Look 2’s dress and Look 3’s shorts complete before I even thought of working on the 

petticoat. Smaller aspects (though not necessarily any less important!), such as buttons, snaps, 

and hooks and eyes, were definitely the last features I completed for my collection, as is 

generally the case.  
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STAGE SIX: THE FINAL PRODUCT 
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ANALYZING THE DESIGNS:  

Translating the music into the garments 

 

For all: 

In Tchaikovsky’s descriptions, Fate plays a major role, and he often describes it in a 

negative manner. His impression illustrates this oppressing, inescapable force that controls you, 

one that is always there, even if there are evanescent moments when it seems as if the clouds 

have parted and the light shines through. This idea of Fate is represented by the veil, which 

covers the models’ faces, suggesting the sense that Fate is forever with you, and can at times 

affect the way you perceive life. It is the one article of clothing that each of the four looks has, 

further stressing the point that each person suffers that same burdensome force.  

 From the design aspect, in order to integrate my four looks into one cohesive collection, I 

retained certain style elements that repeat in each. Over the summer in New York, I was really 

captivated by strong shoulders; so I wanted to create emphasis to that area in all four designs, but 

have each be unique in its own appearance, creating unity and variety. For Look 1, that is done 

through the angular, pointed sleeves of the harness; for Look 2, the large, gathered puff sleeves; 

for Look 3, the layered, flowing cap sleeves; and for Look 4, the crescent-shaped sleeve caps of 

the bolero.  

 Another characteristic I echoed throughout each look were the princess seams in the 

bodice. In fact, I wanted those lines to be so identical and uniform that I used my first bodice 

patterns as the foundation for the rest, ensuring that the princess seams had the exact same 

lengths and sat at the same spot on the waist.  For my last look, I even duplicated those lines in 

both the bolero and the bodice.  

 The immediately obvious repeat factor was the two main colors, black and chestnut. 

Color is an easy way to create cohesion within a collection, because it is visually apparent and 
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can tie many styles and textures together forthright. If someone did not look into the details of 

my collection, he or she would still be able to discern that they each are part of a bigger group by 

the recurring color story.  

 And lastly, the number four really stood out to me, mainly because the composition is 

Tchaikovsky’s Fourth Symphony and it has four movements. So, I wished to parallel that 

constancy by, of course, creating four looks to embody each of the four movements, and also by 

having each look be comprised of four pieces. For example, Look 3 has shorts, bloomers, a top, 

and the veil to complete the entire outfit, the latter of which, as I stated before, is repeated 

throughout my collection.  

I. 

 Central to the first movement, and really the entire symphony itself, is that idea of Fate 

that never lets you go. Tchaikovsky exudes this impression of such a miserable, hopeless state of 

being that is tumultuously tormented with fleeting moments of light in an otherwise overriding 

actuality of darkness – “and so all life is an unbroken alternation of harsh reality with swiftly 

passing dreams and visions of happiness” (as cited in Langston, 2006) – which ultimately 

culminates in a doomed, bleak demise.  

 It is this tremendous, devastating impression that stuck with me and shaped my designs 

for Look 1, and which, in the end, affected all the rest, as well. Tchaikovsky presents this very 

imbalanced existence, and so I wanted to portray that in the asymmetric lines throughout my first 

look. Rather than having two sleeves on the dress, I only have one. The overskirt opens on the 

left side, as opposed to down the middle, creating more of that unevenness.  Originally, I had the 

harness having identical sleeves on either side; but eventually that evolved into the two separate 

sleeve shapes, signifying the unequal weight Fate bears upon the soul.   
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To further suggest that heavy weight which Fate brings, I wanted to use heavier fabrics, 

as seen by the drapery damask and the faux leather. However, this is off-set by my use of chiffon 

in the overskirt, a fabric known for its lightness and flowing drape, which I thought would be an 

excellent counter-effect, in addition to being totally awesome to see down the runway. The lace 

of the veil and the mesh in the dress are purely for personal aesthetic reasons – although the 

former does have the practical aspect in that the openness of the lace allows the models to see. 

The Andante is also the longest of the movements, so I made Look 1 the longest of my garments 

by fashioning a long train in the overskirt. 

By far, the first movement is the darkest of the four, which I paralleled in the color 

scheme of my opening design – a dominantly black ensemble with glimpses of color here and 

there. It is in the overskirt that I mainly wished to represent that “unbroken alternation of harsh 

reality with swiftly passing dreams” with the tiered layers of chiffon; the black, which I denoted 

as Fate, is the base of the skirt, and it is broken by layers of white and chestnut, representing day-

dreams, though ultimately it is the black that is once again foremost. I wanted this interplay of 

colors to symbolize the back-and-forth battle between Fate and day-dreams that is so essential to 

the Andante, and which seemed to aptly reveal the conditions of Tchaikovsky’s life during the 

composition of this symphony.  

II. 

 My second look stemmed from a series of inspirations: a few key phrases from 

Tchaikovsky’s program notes; a PBS interactive video on the Fourth Symphony; my own 

impression of a lighter feel to the music, as compared to the Andante; and my time interning at 

Anna Sui. This is another aspect of the creative process that I enjoy so much – the fact that 
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insight can come from many and multiple avenues, demonstrating the dynamic complexity that 

can be inherent in art. Fashion is no different.  

With the Andantino, Tchaikovsky wished to express “another phase of sadness,” where 

“memories abound” (as cited in Langston, 2006). As interpreted by Thomas in Keeping Score, 

the second movement is described as a “series of bittersweet emotions evoked by reflecting on 

the past. [Tchaikovsky] tells of being overtaken by childhood memories that bring feelings of 

intimate familiarity and yet, at the same time, irretrievable distance” (2004). Of these phrases, I 

focused on the idea of childhood memories and reflecting on the past; linked with my own 

feeling that the movement seemed gentler – more like a nostalgic sorrow that is very much 

bittersweet – I decided to create a softer, more innocent look.  

To begin with, I knew I wanted to make a dress; and to keep in accordance with my 

collection’s overall design characteristics, it has the low V-neckline and princess seams. I 

decided to use puff sleeves for the shoulder emphasis, and to use chestnut as this look’s main 

color, as it represents the lighter side of life. While sketching out my ideas, I created these 

shoulder yoke details for Look 3, which I later decided to also include to Look 2 (though in a 

slightly different design), in order to link the middle two ensembles together and further establish 

more cohesion throughout my entire collection. 

The back of the dress is where I put my major interpretation of the Andantino into the 

garment. Based on the notion of bygone recollections, I thought back to one of the first designs I 

ever created myself, and I decided to incorporate it into this one. It was a dress I made for the 

Oregon State University Red Dress Fashion Show in 2012, of which the central design focus was 

the heart cut-out in the back. I took that figure and reapplied it to the back of my current 

ensemble, but changed it in certain ways as to give it its own character. I added a separate 
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triangular strip down the middle of the cut-out, forcing this central piece to be the only way of 

discerning it as a heart. And because the nature of Look 2 is much darker than my fun, flirty red 

dress, I distorted the heart shape, making one side more lopsided than the other to create more of 

that unbalanced sensation so rampant in Look 1. This heart is despondent, tired. It is weighed 

down by all of the bittersweet memories of long-ago happiness and pain. Thus is my own fashion 

history reflected in this look. 

  

Interning for internally-known fashion designer, Anna Sui, and seeing her own designs 

every day for three months of course had an influence on me, as well. Throughout my time there, 

I helped her and her team prepare for her Spring 2013 Ready-to-Wear collection, and just seeing 

all of the visions and garments come to life was an incredible experience. I got the idea of using 

the pleated design of my second look from a pattern I saw while working on that 15
th

 floor of her 
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headquarters in New York. My inclusion of a petticoat and leggings as the third and fourth 

elements of Look 2 also came as a homage to the style genius and the unforgettable experience I 

had that summer. Calf-length fish net leggings were an integral part of Anna Sui’s Spring 2013 

line, and I could not think of a better way to honor my time there by including it into my own. 

And as an added bonus, I managed to find a black knit fabric with open, cylindrical patterns for 

my leggings that is actually very similar to one she used!  

 

Figure 6. A picture of the black knit fabric Anna Sui used for her Spring 2013 collection, which I 

happened to find a similar form of for my own line. From “Spring 2013 Ready-to-Wear Anna 

Sui,” n.d., Style.com, Retrieved February 17, 2013, from: 

http://www.style.com/fashionshows/complete/slideshow/S2013RTW-ANNASUI/#42 
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III. 

 Tchaikovsky vividly illustrates the essence of his third movement as one “of elusive 

images…[with] no definite feeling…neither cheerful, not yet sad. Thinking about nothing, giving 

free rein to the imagination” (as cited in Langston, 2006). Thomas also introduces the Scherzo in 

the PBS multimedia video more as a work of art, as opposed to just music, in which the 

composer’s imagination is “most playful, witty, and free” (2004), and this playfulness is 

unmistakably evident when one listens to the music. I took this spirit and state of mind to heart, 

and it became the foundation on which I built my third look, allowing my own imagination to 

run free with all my possible design ideas, which is evident when one looks at the amount of 

sketches I made for this movement, especially in comparison to the other three. I played around 

with a lot of different ideas, particularly with the sleeves, but ultimately I wanted my third look 

to embody the character of being playful and free, an outfit a girl can run, jump, dance around in 

and be uninhibited. 

 So it came to me – shorts! But not fitted shorts; a pair with fullness in the legs to create 

more of that fluid, flowing impression, with fabric that will move with the girl as she moves. 

And to prevent any accidental revealing, since the shorts will be short, I included a cute pair of 

bloomers for underneath to act as “safety shorts,” so she can jump around and feel secure.  

 As I mentioned before, I experimented with several sleeve designs, ranging from puffed 

cap sleeves to a bold, upright bell-like sleeve, though I eventually went with a softer, layered 

flutter sleeve, again with the same mentality of it flowing with the girl as she walks. To 

supplement to that – as well as just for sheer fact of being fun – I wanted to add a small cape to 

the back of the top that blends in with the movement of the sleeves. It reminded me of being a 

little kid, running around with a cape tied around your neck and having it flutter behind you.  
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 The only other aspect I pulled from Tchaikovsky’s program notes was the “military 

procession” that passes somewhere in the distance, a sequence that can be clearly gathered in the 

music, though this influence is small. Upon researching, I came across a coat created by designer 

Valentin Yudashkin for the new Russian Army, Navy, and Air Force uniforms in January 2008, 

which had design lines in the shoulders that I really liked. I used a similar line in the shoulder 

yoke as seen in the coat, and included the fur collar into my own design; I also incorporated a 

military-inspired tab near the waist on the back of the top.  

 

IV. 

 The Finale was the last look I tackled. Tchaikovsky advocates looking to and rejoicing in 

others if “within yourself you find no reasons for joy”; he proclaims to “Go among the people. 

See how they can enjoy themselves, surrendering themselves wholeheartedly to joyful feelings” 

(as cited in Langston, 2006). I translated this to mean, in fashion terms, to find my inspiration on 

the street; and my favorite place to look at street style is lookbook.nu. On that website, I found a 

leather jacket that had quilted details on the shoulders and down the arms, which I really loved – 

so I put it in my own jacket design, though in the end I chose only to use the quilted feature in 

the shoulder yokes due to the style of the sleeve I selected, which were to have a gathered cap set 

into a flat piece which extends from the armscye; I deemed the two styles to be mutually 

exclusive aesthetically, and since I wanted to use the gathered cap sleeve as the shoulder 

emphasis, I thought a quilted top-stitching design would no longer be attractive down the arms.  

 A lot of what I came up with for Look 4 is more of my own inner fashion designer 

emerging, rather than a drawing guided by Tchaikovsky’s intended meanings, at least visually. 

This is the Finale piece and I wanted to make it look grander than something one would see on 
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the streets. As the last look of my collection, I wanted it to stand out (though second to the first, 

because that is the main ensemble!) and have the show-stopping quality and essence of runway 

material. So, I created a mermaid silhouette with this intensely gathered organza skirt around the 

knees and a stiff taffeta train coming out underneath. I followed the established design features 

bonding my collection together with the princess seams in the dress and jacket bodice, the low 

V-neck, and other such characteristics.  

The jacket is what really ties my final look to the music, acting as the main connection 

between the two. Within the Finale, Tchaikovsky integrates the theme from a Russian folk tune, 

called “In the Field Stood a Birch Tree.” I interpreted this aspect literally, putting a hand-

embroidered tree on the back of the jacket; but to off-set the literal translation, I wanted to make 

this detail more subtle by making the top-stitching the same color as the jacket, black.  
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CONCLUSION 

“How can one put into words the intangible feelings which one experiences, when 

writing an instrumental work without a definite subject? This is a purely lyrical 

process, and essentially a musical unburdening of the soul in music, similar to the 

way in which a poet expresses himself in verse...” 

-Pyotr Ilyich Tchaikovsky 

 

 Just as Tchaikovsky said, the process of design, of creating an original piece of work, 

whether it is for music, poetry, or fashion, is a process that evolves from the emotional, mental, 

and physical realms of the human capacity. The process of design for apparel is essentially a 

visual unburdening of the soul in fabric, form, and function. It is a process for me that, 

throughout its development, can be both highly stressful and therapeutic, work and play, 

distressing and exciting. And the beauty of the design process is that it does not have to be 

limited to the creative field, either – it can be applied to “hard” sciences as well. For example, 

the scientific method is a form of the design process: there is the initial idea or question, which is 

followed by research, experiments, and analysis until you have your final results – essentially, 

the same sequence as it is for apparel.  

The design process is also a learning process, and a very gratifying one that that. 

Ultimately, it helps me to achieve a final product that I can call my own; and although each time 

it may proceed in the same general progression, I discover something new (like that Tchaikovsky 

was a homosexual), acquire new skills (like how to conquer faux leather – or have it conquer 

me), and hone the ones I already have (practice makes perfect!). In the end, it makes me a better 

designer.  
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