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INTRODUCTION
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Contemporary menswear has evolved from a staple of traditional silhouettes and styles. The development of these styles has been directly influenced by social, economic, and cultural requirements, played out through the many roles men have inherited: formal clothing, workwear, leisure-, and activewear. The boundaries of these styles are less clearly defined than in previous decades as trends move and change as quickly as seasons pass—from Fall/Winter to Spring/Summer. Again and again the cyclical nature of the fashion industry throws up reinterpretations of classic silhouettes.


Patternmaking as a craft is integral to the whole fashion production process, linking the designer’s concepts—a two-dimensional illustration—with the three-dimensional realization of shape-making, proportions, and silhouettes. Very few people who study fashion end up specializing in pattern technology and many who practice it have come from other disciplines. The holistic nature of the fashion industry increasingly requires practitioners to have a broad understanding and experience of most, if not all, the stages involved in the creation of clothes. A designer or practitioner who can research and conceptualize ideas, cut patterns and identify their target sizing, construct and technically finish a garment, develop, market, and sell their product will be able to direct their team and product to a satisfactory conclusion. A broad skills base is needed to succeed in today’s fashion industry.


This book uses generic menswear garment styles to teach the principles of pattern construction that will be encountered throughout the fashion industry. Each pattern not only offers a selection of shapes and design hints but also explores the related techniques associated with its construction and development. Working your way through each section will build your knowledge, allowing you to further explore and adapt generic styles.


Most designers / labels work toward a set of predetermined body measurements (the target consumer) or an industryacquired size chart. These are used in conjunction with a human fit model or a size-specific dress form or mannequin. Chapter 1 discusses how to take measurements to create your own size chart or use the industry charts provided. It highlights the importance of developing visual awareness of the landmark points used for taking measurements, which correlate to the human body in relationship to fit. The chapter also outlines studio practices related to sizing and technological advancements through computer-aided design (CAD) and its applications.


The designs for a garment style can be developed quickly by using the basic sloper, or block, template described at the beginning of Chapter 2. Tracing off the sloper and transferring the design development onto it creates a master plan. The master plan serves as a blueprint for the development. This process uses only half of the pattern sloper, thus eliminating possible duplication errors, which would result in an unbalanced pattern—the human body is generally seen as equal in proportion but not symmetrical. Even if your design is asymmetric, copying over the drafted shape to create the other side is a quick way to achieve the desired pattern style.





Where possible the different pattern pieces are kept proportional to one another but occasionally to show detail or to ensure that the text is readable this is not the case.




PATTERNMAKING IN CONTEMPORARY MENSWEAR


Patternmaking for Menswear brings together a collection of patterns that have become established classics of contemporary men’s fashion. By working on these garment silhouettes you will learn the basic principles needed for patternmaking. Using these styles as building blocks to explore ideas and your creative flare, you can interchange techniques and processes to develop new interpretations and solutions to your designs.


To appreciate how far the exploration of shaping fabric to the human body has come, one needs to look at its origins. Contemporary patternmaking is intrinsically entwined with the history of fashion. The first notions of patterns as we now know them appeared in the West in the fifteenth century as men’s silhouettes began to be redefined by the demands of social organizations such as the military, royal courts, and religious bodies. From these origins spring the two dominant forms of male dress construction: the first is characterized by the technique of draping and the second developed from the craft of shaping, currently known as tailoring. The latter, the most commonly used and popular technique, was to become highly prized. Guilds of tailors championed the profession and their craft was meticulously developed during the sixteenth to eighteenth centuries through numerous fitting sessions with an elite clientele in the ateliers of Western Europe. As with any craft, the greatest teacher is the practice itself: copious hours chalking, basting (loose stitching), pinning, and cutting the patterns for clients of every conceivable size and shape would develop the knowledge needed to call oneself a master cutter.


More complex forms of men’s clothing evolved through cutting and shaping as coat and doublet styles developed into structured jackets with opened sleeves, worn with breeches. These were first documented as simple illustrated patterns in one of the earliest books on tailoring: Juan de Alcega’s Libro de Geometría Práctica y Traça (Madrid, 1589). Three main periods followed which shaped the evolution of men’s clothes through cut, fit, and construction, beginning with the civil wars of England and France in the seventeenth century. Clothes had to respond to turbulent times: there was a societal shift from softer fabrics to clothes produced from harsher, woolen cloth with the garment shapes made more rigid with more robust qualities that would survive the rigors of battle and the outdoor life. By the start of the eighteenth century, clothes began to reflect a more stable economic environment. The first garment of notoriety to be adopted by the aristocracy of Europe was referred to as a cassock or coat: It was a simple garment cut above the knee with two front panels and two back panels sewn to the waist with three-quarter sleeves. This style later included a collar and vented pleats and was made from silk or satin with flamboyant decorative details, creating a softer feminine silhouette. It was the forerunner of the clothing shapes we see today.


As the profession developed, M. de Garsault wrote the first serious manual to detail all the principles behind pattern construction and tailoring, L Art du Tailleur, published by the Académie Royale des Sciences, for the encyclopedia Description des Arts et Métiers (Paris, 1769). Garsault describes the whole procedure of making the coat from start to finish, beginning with the notion of measurement taking. He introduces the use of a thin strip of paper that was cut to the required length to record the parameters of an individual client’s height and width, as well as detailing construction processes with illustrated patterns that accompanied the text. Later, in 1796, an English manual was published: The Taylor’s Complete Guide or a Comprehensive Analysis of Beauty and Elegance in Dress presented a new way to perceive the art, not too dissimilar from the present format; instructions were given on how to draw the coat with measurements made directly onto the material by following a series of illustrated diagrams. These publications brought new audiences and extended the dialogue between practitioners and their clientele.
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Issey Miyake interprets the idea of layering for men with a cape, Fall 2012 collection. Designed from the Japanese premise of “KASANE”— simple functionality for everyday life.
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Yohji Yamamoto’s enigmatic approach to masculinity is portrayed in a return to his signature oversize proportions at Paris Fashion Week 2008–09.


Modern patternmaking developed with the industrialization of sewing and the development of mechanical processes. From the start of the Industrial Revolution technology defined the way the clothing industry developed. Craftsmen and women invented labor-saving devices to increase production. As the cultural trend toward uniformity gathered pace, the demand for standardized clothing began to outstrip supply. Replication was needed and templates (patterns) for gentlemen’s clothes began to be produced. Initial attempts resulted in poorly fitting garments; the sizing of patterns would take considerable experimentation before a recognized sizing system was achieved through the use of the newly conceived 1-yard measurement tape. Laid out in inches, this gave tailors a regulated tool to record human dimensions. From these observations a mathematical drafting system was conceived, which was based on both the principles of geometry and anatomical proportions.


In the first half of the nineteenth century numerous technical publications appeared to support the new drafting technique: The Improved Tailor’s Art by J. Jacksons (1829), Science Completed in the Art of Cutting by W. Walker (1839), and A Practical Guide for the Tailor’s Cutting-Room by J. Coutts. It was during this period, particularly in France, that technical training was established; Elisa Lemonnier opened one of the first professional schools in Paris to offer cutting and tailoring among its programs. Along with the demand for cheaper clothing, in 1860 the first mail order fashion catalogs to publish paper patterns appeared; the latest styles could be bought by the middle and working classes throughout Europe and the US, bringing the ability to produce cheaper clothing to a wider audience and creating a forerunner of the ready-to-wear genre.
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Italian sensibility crafted with technical design inspires C. P. Company’s relaxed tailored garments at the Via Savona, Milan Fashion Week, Fall/Winter 2010.


At the beginning of the twentieth century the craft of tailoring began to divide into specialisms—designer, patternmaker, and seamstress. It is a working model that has survived to the present day, replicated in fashion houses and garment factories all over the world. Mass production brought duplication and the development of standard sizes but fit was still of crucial importance throughout the first half of the last century. Although clothing was preconstructed, the discerning gentleman would have it adapted to the sartorial fashions of his day. Alterations were made and silhouettes tailored through subtle changes to the cut, line, or proportion of the garment.


The process of standardization was then speeded up by the onset of the two World Wars, when standardized patterns and size charts were needed to produce military uniforms for both officers and infantry alike. Clothing the army gave the garment industry an opportunity to review its procedures and attitudes toward sizing and construction, and this resulted in the formation of national registered organizations to regulate clothing production.
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A master of gender bending, Thom Browne’s Fall/Winter 2012 menswear show questions masculine identity and its perceived role in society.


Away from the austerity of war, social hierarchy still demanded that a gentleman’s wardrobe should have multiple dress options, even though a new era was dawning as the genderrole ideologies of the prewar period were vanquished and modernism was embraced. The 1950s brought a new approach to male dress, championed by a younger generation who rebelled against the constraints of tradition. With the growing influence of American youth cultures, formal attire with its stiff silhouettes began to lose its appeal. New modes of informal dressing appeared throughout towns and cities across Europe and America. Menswear producers responded to the growth in consumerism and this new attitude by importing or recreating foreign styles associated with music, film, or leisure activities (Italian tailoring, US varsity, German activewear). Relaxed attitudes toward life brought a new direction for men’s fashion assisted by technological advances in textiles and the uses of synthetic materials to create easy-wear, functional clothing.
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Walter Van Breirendock’s Spring 2010 menswear collection challenges fashion orthodoxy. His burly-bodied biker models question our perception of masculinity.
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Thom Browne’s signature aesthetic, models wear uniformed tailored suits combining two-button jackets, Bermuda shorts, and kneesocks. Spring/Summer 2011 menswear show, Paris.


Young men sought to differentiate with the restrictive forms of dress associated with the modes of work their forefathers had done. Self-expression and an individualistic approach to dress would see previous historical notions of style redefined throughout the 1960s and 70s. Activewear would contribute immensely to shaping the future of men’s style through the introduction of lifestyle branding and the public promotion of health through sport. Formal, casual, leisure, sports, active, work, military, and business clothing styles are today combined together in an eclectic attempt to redefine the ideologies of fashion. The modern man’s closet comprises many different clothing styles, shapes, fabrics, colors, and textures, forming an eclectic mix of creative ideas for different occasions (workwear, formalwear, sportswear, and casualwear). No longer is the contemporary male restricted by the social stereotypes of a previous generation. The phenomenon of men’s ready-to-wear (after 1980) brought a new perspective; men’s fashion found a new language—individualism—liberated through globalized choice and the breaking down of sexual stereotypes. With the rise of new men’s fashion journals and magazines such as The Face and I-D, and the reinvention of established titles such as Esquire, GQ, and Uomo Vogue, new avenues were opened. Strict codes of dress are no longer adhered to; advertising and the media have broken the social molds and helped to redefine the boundaries of how a man wants to dress. Social acceptance is less of a concern; rebellion has become the way to invigorate and refresh what came before.


Contemporary patternmaking no longer follows but increasingly defines and contributes to the innovative ideas and trends in men’s fashion. What distinguishes today’s craft from previous decades is not necessarily the practice or the documented techniques; the human body has remained relatively the same and the required outcomes—clothes—have kept their defining uses. It is the conceptual approach taken by contemporary fashion that has directed the views and practices of patternmakers and designers alike.


During the 1980s and 90s, Western notions of fashion and patternmaking took a new direction, away from the previous obsession with body-conscious image and the conventions associated with traditional forms of dress. The influence of a group of pioneering Japanese designers—Issey Miyake, Kenzo Takada, Yohji Yamamoto, and Rei Kawakubo—and their sculptural design philosophy brought a new deconstructed / asymmetrical approach to notions of shape. Their garments and thus patterns were minimalist; devoid of most recognizable human features. This new aesthetic revolutionized the relationship between the perceived processes and established approaches to fashion creation of European and American designers. It is a legacy that has defined contemporary menswear and contributed to new ideas of masculinity.


Breaking free from previous modes of thinking, a new generation of designers has established ways of encapsulating the body through shape. Martin Margiela, Rick Owens, Walter Van Beirendonck, Aitor Throup, Carol Christian Poell, and Christopher Raeburn have all appropriated traditional techniques through patternmaking, using the juxtaposition of functionality and intelligent design to reinvent hybrid genres. Cultural trends no longer appropriate generic garments alone; contemporary menswear is concerned with communicating a personal vision. Patterns have become a medium to bring new ideas into physical constructs; boundaries are redrawn as seams become structural architecture for the body, what was once hidden is now exposed. Clothes can now have an abstract relationship with the anatomy of the wearer; sleeves are turned into voluminous tubes; jackets fold into bags; coats respond to environmental changes by becoming habitable. Technology plays an increasing role within design development; computer-generated patterns, 3-D shape profiling, virtual avatars, and intelligent textiles continue to shape our consciousness. Questioning our identity will remain the pursuit of contemporary men’s design. Centers known for their creative diversity will continue to influence and direct the evolution of the male silhouette: Milan, Paris, Antwerp, London, New York, Tokyo, all act as magnetic generators pulling in creative practitioners who respond to the ever-changing demands of global consumerism.


The future challenges to practicing this craft will be the ability to generate innovative products through new vocabularies while conserving elements of the past. With the continuing advance of computer-generated solutions to patternmaking and the replacement of learning processes that have traditionally been done by hand, the contemporary designer / patternmaker has to be able to retain the integrity of their creative pursuit in the face of increasingly powerful market forces. Young designers have become custodians of historical techniques through the appropriation of generic styles which are invested with inherent meanings.
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Engineered Garments have become one of the major brands behind the resurgence in American sportwear. The brand’s designer, Daiki Suzuki, has a conceptual aesthetic toward design, research, fabric, and manufacturing processes.
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CHAPTER ONE


PREPARATION FOR PATTERNMAKING






TOOLS AND EQUIPMENT


The starting point for all patternmaking, or patternmaking, is the acquisition of a good set of tools and an understanding of how to use them. Like any other trade, patternmaking has its own specialist tools, which have been developed to aid the processes of drawing and measuring. Shown here is a selection of tools that you need to buy. As a beginner, you will not need all of them to start drafting, but most are recommended as you progress through the book.


•Tape measure—used to measure the circumference and length of the body. The three that are particularly useful are all dual sided with centimeters and inches: a 60in (150cm) glass fiber–coated vinyl tape will not react to changes in temperature by expanding or shrinking; a 120in (300cm) glass fibre–coated vinyl tape is useful when you are using extremely long lengths of fabric, perhaps when draping fabric on the bias; a 60in (150cm) glass-fiber tailor’s measure that is encased in metal at one end allows the user to hold it further away from the tip for discreet measuring around the crotch area.


•Yardstick or meter rule—essential for starting the pattern development as it gives an uninterrupted straight line that will be longer than half the length of most human bodies. It is usually made from aluminum or steel.


•Right-angled ruler—14in x 24in (35cm x 60cm) drawing angles of 90 degrees. It is usually made from plastic, aluminum, or steel.


•Grading ruler—18in with a ⅛in grid of vertical and horizontal lines. Used for grading and adding seam allowances to patterns. It is usually made from clear plastic.


•45-degree set square—a large set square will help you draw angles for shoulders and darts. Buy one that has a 180-degree range printed on it so that it can double up as a protractor. It is usually made from clear plastic.


•French curves and pattern masters—there are many varieties to choose from. Not to be mistaken for the smaller geometry curves, these are designed to mimic the curves of the human body—neckline, armhole, waist shaping, and side seams. Buy from a fashion retailer. They are made from clear plastic, aluminum, or steel.


•Hip curve—designed to replicate the shape from the lower body, it is used to draw side seams on skirts and pants and also to draw hems. It is usually made from metal, plastic, or wood.


•Notcher—cuts a small rectangular shape from paper or card and is used for marking seams, ease allowances, notches on armholes, zipper ends, and for pattern alignment. It is usually made from cast metal.


•Tracing wheel—used to copy a pattern or garment shape through layers of fabric, card, or paper. Can be bought with a wooden or plastic handle that is attached to a circular wheel with pointed needles.


•Compass—the best versions have an extendable arm for drawing circles or arcs.


•Paper scissors—patternmaking scissors have been developed with heavy, cast-metal arms for cutting card and paper. This is the tool that you will use the most so it is important to buy a quality pair that will stay sharp for longer than normal scissors.


•Fabric scissors—fabric scissors come in a variety of lengths with long, slim blades on cast-metal handles. Never cut paper or card with fabric scissors as this will blunt the blades, making them tear the fabric instead of slicing through it.


•Craft knife—used to cut openings in patterns.


•Eyelet punch or pattern drill—there are many kinds of pattern drill that cut a small circle from card or paper; some only cut one size of hole while others have changeable heads to cut different sizes. Used to mark dart leg ends, button placement, and pocket corners.


•Awl—a sharp tool used to mark holes in fabric and card.


•Pattern hole punch—cuts a large circular hole through card or paper to allow a pattern hook to be inserted for hanging.


•Pattern hooks—these are available in various sizes and are used to hold a complete set of patterns suspended from a rail.


•Board pins—used to hold and position patterns when drafting.


•Dress pins—used to secure fabric when working on the dress form or for holding seams during construction. Buy long, industrial-quality pins.


•Drafter’s pencils—with removable leads in sizes of 0.5 / 0.7 / 0.9 mm for drawing fine to thick lines.


•Pattern weights—usually made from flat rectangles of steel with attached handles for holding down patterns or fabric.


•Manila pattern card, plain, or dot and cross pattern marker paper—used for development, tracing, and for final patterns.


•Cutting mat


•Glue stick


•Marker pens in blue, black, green, and red—ditto, biros


•Highlighter pen


•Various types of adhesive tape


•Seam ripper


•Pencil sharpener


•Eraser


•Tailor’s chalk and dispenser
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STUDIO PRACTICE


There are two forms of patternmaking that are practiced within industry: flat patternmaking and draping. Both are equally valid routes to the development of silhouettes for garments, and each has their own individual characteristics that will appeal; the first is static and methodical, while the second is more fluid and intuitive. Both are creative and can contribute to a working process during the creation of patterns for a design.


Flat patternmaking is a process where the practitioner begins by using a mathematical formula and a size chart to map out a flat shape on paper or card which represents a section of the human body—the chest, arm, or leg—in a basic two-dimensional form without any style lines (see page 36). These shapes, known as basic slopers, or blocks, are used, together with a sketch or technical drawing of the design, to create patterns for a stylized garment through sloper manipulation.


Draping, also known as modeling or moulage, is a technique in which the practitioner drapes, pins, shapes, gathers, and cuts the fabric directly on a model or garment stand. It is usually associated with haute couture. The process does not rely on precut shapes but on the skill of the designer or pattern cutter and his or her understanding of the body. Working directly on the figure allows you to see the proportion of seam lines, panels, pockets, buttons, and dart positions almost instantaneously.


Some sections of the garment industry will predominantly use the flat patternmaking process because it is cheaper and has a shorter lead time between design and the manufacture of the garment ready for wholesale in the ready-to-wear market.


An accomplished and experienced designer or patternmaker working for a luxury brand or haute couture house will often successfully use a combination of both draping and flat patternmaking. This method also encourages an understanding of how flat patterns relate to the three-dimensional figure and is often used in teaching environments, too.


Although patternmaking can be seen as a stand-alone specialism, it is an integral part of the production system of the modern garment industry. Most fashion brands will employ several in-house patternmakers who will work hand in hand with the design and marketing teams and the sample machinists to develop the product through from initial concept to finished product in a studio environment. This centralized operational structure is traditional practice within the industry and offers continuity throughout the production chain.


Another commercial practice employed increasingly by many independent fashion labels, who may work within tighter financial restraints, is to outsource most of their development processes. These companies rely heavily on freelance practitioners and garment makers for the production of patterns and samples for their designs.


Key to both methods of working is the use of good communication between each element of the increasingly long production line, particularly if part or parts of that line are out of house or even in different parts of the world.


Outlined below are the two main production-line processes you may come across within the industry.
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Designer and patternmaker working on a collection in a studio.


BESPOKE AND SEMIBESPOKE PROCESS


Bespoke, or made-to-measure as it is also known, is the production of patterns and garments for individuals made from their personal measurements; each pattern is, therefore, unique. Semibespoke is the production of patterns from a set of industry average measurements. The garment is manufactured to a semiconstructed stage before final adjustments are made according to the client’s own measurements before finishing.














	Bespoke production chain


	Description






















	Design sketches produced


	Ideas, styles, and fabric are discussed with the client.







	Measurements taken and recorded


	Once the design is chosen, the fabric is purchased and measurements are taken and recorded.







	Pattern drafted from measurements


	Measurements are used to draft basic slopers to the client’s size. The sloper is adapted to the design.







	Muslin cut and sewn


	Prototype muslin is cut and sewn either from muslin or the final fabric.







	Muslin fitted and adjustments made


	Modifications are made to the pattern based on the fitting. Muslin may be recut and a second fitting done before moving to the next stage.







	Final garment cut and basted for final fitting


	Final fabric cut and part assembled through basting. Fit checked on the client with possible adjustments made for proportion.







	Final garment sewn


	Machine sewing and hand finishing done according to characteristics of fabric.







	Finishing


	Buttonholes are sewn and labels attached before final pressing and dispatch.
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Senior male tailor measuring cloth in a store.


READY-TO-WEAR OR PRÊT-À-PORTER


Ready-to-wear, or prêt-à-porter as it is also known, is the process of producing garments en masse in a variety of sizes. This process is designed to meet the needs of a broader range of customers in terms of fit and shape. Standard measurements from industry-regulated charts are used, or specific customer data is researched through sales or gathered from external providers to create a standard size profile that fits the demographic of the target market. This mode of production now predominates over bespoke or semibespoke as it produces a cheaper product.














	Mass-production chain


	Description




















	Trend research collected


	Forecasting sites such as Prostyle and WGSN are consulted, previous sales are reviewed, and customer profile data is collected.







	Range planned


	The season’s themes, looks, colors, silhouettes, fabrics, and price points are agreed upon.







	Design development


	Fashion illustrations and technical flats are produced and trade shows visited to research technical advancements and to collect fabrics and trims for moodboards.







	Designs finalized and specification document developed


	Designers and garment technologists meet to produce a specification document that contains all the production information needed for manufacture. Sample fabric and trims are ordered.







	Patterns outsourced or produced in house


	Patterns are developed or adapted from previous generic styles to a sample size.







	Samples manufactured and fitted


	Samples are sewn, usually in final fabrics according to specification sheets. Printing and speciality finishes are outsourced. Samples are fitted and adaptations made.







	Wholesale orders taken


	The collection is either shown to buyers and press through a runway show or via private sale meetings. Often external sales agents are appointed.







	Mass-production process begins


	Orders are collated into sizes and styles, delivery times are agreed, and bulk fabric and trims are ordered.







	Patterns graded


	Pattern slopers are enlarged or reduced from the base sample size either manually or digitally to create a size range that meets customer and regional requirements.







	Order dispatched to cut, make, and trim (CMT)


	Fabrics, trims, patterns, and samples are sent with the specification document to the manufacturer.







	Style marker and cutting


	Fabric is laid out in volume and the paper pattern marker is made ready for cutting. This sheet of paper shows all the pattern pieces laid out in an arrangement so that as little fabric as possible is wasted. If the fashion company has its own in-house pattern department then a computer-aided pattern design system may be used to generate the marker, allowing the company to control the wastage. Component parts are cut en masse ready for sewing.






	Prepare for sewing


	Some styles may need fusing added to component parts before construction. Styles are then sorted into bundles of units depending on construction processes.







	Sewing


	Bundles are dispatched to the factory floor and the production line of machinists. It is very unlikely that a single machinist will sew a garment from start to finish. Teams of machinists usually sew component parts of the garment— collars, pockets—in multiple units. Each component is then passed to another team for assembly.







	Finishing and pressing


	The finishing team will trim threads and attach buttons and details.







	Quality control and dispatch


	Known as QC, this is the end of the production line where garments are measured, and sewing and details are inspected to ensure that a quality standard is upheld and customer returns minimized. The product is sorted into wholesale orders, either by size, color, and / or style, ready to be shipped.
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A man sews a suit jacket at a factory on the outskirts of Shanghai, China.




MEASURING THE MALE FIGURE


The taking of accurate measurements and the creation of good size charts are vital to ensure that the result of the pattern making process is a garment that fits comfortably. This can only be done with a thorough understanding of human anatomy and the tools used to test those measurements—the garment stand and the fit model.


Body mapping is the act of physically recording the body’s surface by taking measurements. These measurements are geometrically mapped out using the basic sloper methodology to create a shaped template pattern that, when assembled, will mirror the human form. As a continual surface the human body has no boundary lines, unlike those found on a garment. Establishing these boundary lines on the body is the first step in understanding the segmented parts of a pattern. Boundary lines always stay in the same position, no matter how a body grows upward or outward. Gaining an understanding of these dividing lines will help you create designs in proportion to the human form.


MEDIAN PLANE


The median line passes longitudinally through the middle of the body from front to back, dividing it into right and left halves.


CORONAL PLANE


This is a vertical plane at right angles to the median plane, dividing the body into front (anterior) and back (posterior) portions.


TRANSVERSE HORIZONTAL PLANES


These lines pass horizontally through the body at right angles to the median and coronal planes, dividing the body into upper and lower portions. The chest plane runs around the largest expanse of the ribcage. The waist plane runs around the center of the body and the hip plane runs around the widest part of the lower body.
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LANDMARK POINTS


There are various landmark points on the body that are used when taking measurements. These are extensions of the body mapping above and denote the areas of separation between the parts of the pattern.


Top of the head or crown—the highest point of the body


Center back neck point—the protrusion of the seventh vertebra


High point shoulder—identified by the raised edge of the trapezius muscle


Center front neck point—the hollow where the clavicles meet the sternum


Shoulder tip—the most lateral aspect of the acromion


Underarm point—the position at which the arm joins the body under the arm

Chest nipple point—the point at which the nipple protrudes the most

Elbow point—the point at which the joint between the humerus, radius and ulna protrudes the most

Wrist point—the point at which the hand and wrist bones join the radius and ulna

Seat protrusion point—the point at which the buttocks protrude the most

Knee point—the middle of the patella

Refer back to the male skeletal form to start to identify the positions of these points within the bone structure. This will help you to pinpoint these landmarks accurately on your model when following the measurement steps below.
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TAKING MEASUREMENTS


The measurement system shown here includes the minimum landmark points needed to reproduce an accurate set of basic pattern slopers for the male figure.


TOOLS NEEDED TO TAKE ACCURATE BODY MEASUREMENTS


•Anthropometer or a 2-yard pole or piece of wood used to gauge height


•A new cloth or fiber tape measure (cloth tape measures stretch through use, so always use a new one)


•A yardstick or meter rule


•A set square or right-angled ruler


•Notebook, pencil, and chalk


•In order for you to take measurements accurately your fit model should not be wearing any clothes apart from a pair of fitted shorts. Make sure that the shorts are not too tight or they will distort the waistline. Ask your model to stand in an erect position, keeping his eyes looking forward in a horizontal position (so that the head does not tip up or down) with relaxed shoulders and arms falling naturally to the side and palms turned inward to the body.


1. Chest circumference / fig: (A) & (B)


Place the tape around the widest point on the chest, which will be roughly level with the nipple. Make sure the tape is sitting horizontally under the armpits.


2. (Natural) waist circumference / fig: (A) & (B)


Place the tape horizontally around the smallest circumference of the torso between the chest and the hips.


3. Low waist circumference / fig: (A) & (B)


Place the tape horizontally around the abdomen, 2in below the natural waist. This additional measurement is used when constructing a pant sloper for a more casual style.


4. Hip (seat) circumference / fig: (A) & (B)


Place the tape at the greatest buttock protrusion keeping it parallel to the floor when passing over the buttocks.


5. Back waist length


(Center back neck to the natural waist) / fig: (B) Place the tape at the base of the neck (the last cervical vertebrae) then measure down to the natural waist point. Mark for future measurements.


6. Center front waist length


(Center front neck to the natural waist) / fig: (A) Place the tape at the base of the neck at the front (the sternal notch), then measure down to the natural waist point. Mark for future measurements.


7. Center back neck to front waist length / fig: (A) & (B) Place the tape at the base of the center back neck (the last cervical vertebra), then measure around the neck and over the shoulder down toward the center front natural waist point. Mark for future measurements.


8. Neck base circumference / fig: (A) & (B)


Place the measure at the base of the back of the neck at the point that you identified earlier. Continue to the high point shoulder, which can be identified by the raised edge of the trapezius muscle, mark, and continue around to the front neck point, which is denoted by a hollow at the top of the chest at the center front (sternum bone).


9. Head circumference / fig: (A) & (B)


Place the tape around the widest part of the head, running above the ears and over the forehead.


10. Head length / fig: (A)


Place the tape under the chin point with the head in a vertical position and measure up so that the measurement is taken level with the crown point on the top of the head.
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