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Kim Jones unshackles Dior Homme’s skinny silhouette with a fresh take on couture utility, boxier cuts and asymmetric suiting for the pre-fall 2019 Tokyo campaign shoot for Another Man.









INTRODUCTION
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A global renaissance has happened within the menswear industry. With a profusion of new brands, trade shows, fashion weeks, publications and social media, the effect has been a renewed interest in all the sectors of the fashion industry, from designer through to style influencer. Pattern cutting as a discipline has not missed out on this attention and has gained more kudos and autonomous status as a legitimate stand-alone creative practice alongside design. This is partly due to the shifting focus within fashion education and also to the fragmentation of the production system, as labels and manufacturing companies respond to increasing global concerns over ethics, sustainability and slow fashion.


Reflecting these trends, this new edition of Pattern Cutting for Menswear reasserts its importance as a key instructional manual for practitioners and students wanting to understand the foundations of men’s pattern cutting. The styles explored in the first edition are still relevant to the development of contemporary menswear, with the mixture of classic tailored, casual and sports looks covering the production of knitted and woven garments. In addition, this edition features brand new photographs documenting recent changes in silhouettes and trends along with new pattern styles adding to the streetwear vocabulary. Extra sections include anthropometric examination of the leg-stride relationship in the development of certain trouser styles, information on fabric properties and their effect on cut and drape, advice on fitting techniques and on adapting patterns for different body types, and updated material exploring new developments in pattern 3D-based technologies.


Pattern cutting as a craft is integral to the whole fashion production process, linking the designer’s concepts – a two-dimensional illustration – with the three-dimensional realisation of shape-making, proportions and silhouettes. Very few people who study fashion end up specialising in pattern technology and many who practise 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 clothes 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 students will encounter throughout the fashion industry. Each pattern offers a selection of shapes and design hints and 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 towards a set of predetermined body measurements (the target consumer) or an industry-acquired size chart. These are used in conjunction with a human fit model or a size-specific mannequin or model form. Chapter 1 discusses how to take measurements to create your own size chart or to 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 relation to fit. The chapter also outlines studio practices related to sizing and technological advances achieved through computer-aided design (CAD) and its applications.


The designs for a garment style can be developed quickly by using the basic block template described at the beginning of Chapter 2. Tracing off the block 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 block, 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. Where possible the pattern pieces have been kept proportional to one another, except on occasion where they have been enlarged to show detail.










PATTERN CUTTING IN CONTEMPORARY MENSWEAR


Pattern Cutting 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 pattern cutting. Using these styles as building blocks to explore ideas and your creative flair, you can interchange techniques and processes to develop new interpretations and solutions for 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 pattern cutting 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 organisations such as the military, royal courts and religious bodies. From these origins spring the two dominant forms of male dress construction: the first is characterised 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 (Book on Geometry, Practice and Pattern), 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, woollen cloth with garment shapes made more rigid and robust to survive the rigours of battle and 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 encyclopaedia 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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A-Cold-Wall’s Samuel Ross presents a social commentary on dystopian London; technical outerwear melds with theorised streetwear for his spring/summer 2018 menswear collection.





Modern pattern cutting developed with the industrialisation of sewing and the development of mechanical processes. During the Industrial Revolution technology defined how the clothing industry developed. Craftsmen and women invented laboursaving devices to increase production. As the cultural trend towards uniformity gathered pace, the demand for standardised 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 recognised 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 with which to record human dimensions. From these observations a mathematical drafting system was conceived, based on 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. Couts (1848). During this period, particularly in France, technical training was established; Elisa Lemonnier opened one of the first professional schools in Paris to offer cutting and tailoring among its courses. Along with the demand for cheaper clothing, in 1860 the first mail order fashion catalogues to publish paper patterns appeared; the latest styles could be bought by the middle and working classes throughout the West, bringing the ability to produce cheaper clothing to a wider audience and creating a forerunner of the ready-to-wear genre.


At the beginning of the twentieth century the craft of tailoring began to divide into specialisms – designer, pattern cutter 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 pre-constructed, 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 standardisation was then speeded up by the onset of World Wars I and II, when standardised patterns and size charts were needed to produce military uniforms for both officers and soldiers alike. Clothing the army gave the garment industry an opportunity to review its procedures and attitudes towards sizing and construction, and this resulted in the formation of national registered organisations to regulate clothing production.


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 gender-role ideologies of the pre-war 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 across Europe and America. Menswear producers responded to this new attitude and the growth in consumerism by importing or recreating foreign styles associated with music, film or leisure activities (Italian tailoring, US varsity, German sportswear). Relaxed attitudes towards 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.


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, work, military and business clothing styles are today combined together in an eclectic attempt to redefine the ideologies of fashion.




[image: Illustration]


Gosha Rubachinskiy teams up with British heritage label Burberry for spring/summer 2018, fielding a mix of football casuals and nightclub-influenced silhouettes.
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Chinese expatriates Private Policy bring genderless fashion to New York with political overtones of rebellious style in their autumn/winter 2018 menswear collection.
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Astrid Anderson defines sports luxe with her premium casualwear collections for spring/summer 2018, re-envisaging Swahili silhouettes with sportswear details.
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James Long teams up with Italian luxury sportswear brand Iceberg to inject London street chic with bright European sensibility in his spring/summer 2019 menswear collection.
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London Fashion Week stages a static presentation of Samuel Ross’s A-Cold-Wall autumn/winter 2019 collection. The designer challenges the social zeitgeist of consumerism with his signature workwear and utilitarian sports aesthetic.





The modern man’s wardrobe comprises many different clothing styles, shapes, fabrics, colours and textures forming an eclectic mix of creative ideas for different occasions (workwear, formal-wear, sportswear and casual-wear). 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 globalised 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 L’Uomo Vogue, new avenues were opened. Strict codes of dress are no longer adhered to; advertising and the media have broken the social moulds and helped to redefine the boundaries of how a man wants to dress.


During the 1980s and ‘90s, Western notions of fashion and pattern cutting 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 recognisable human features. This new aesthetic revolutionised 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 pattern cutting, 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 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, 3D shape profiling, virtual avatars and intelligent textiles continue to shape our consciousness. Questioning our identity will remain the pursuit of contemporary men’s design. Centres 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.


We have seen pattern cutting practices post 2010 become more dynamic and experimental as they respond to the ever-changing stylistic demands of fashion. From this, creative pattern cutting as a sub-discipline emerged, legitimised by cultural shifts within society where narrative-led collections informed by traditional sartorial codes no longer represent the archetypal views of the millennial generation. Under this new direction leading designers–cutters and academics are addressing issues within the industry through innovative approaches to silhouettes and sustainability. These zero-waste practitioners continue to explore the body’s new relationship to materials and production through design and theoretical concepts that investigate negative space — subtraction cutting, geometry, transformational reconstruction and kinetic garment construction — concepts that reconsider the segmental seam lines that wrap around the body’s frame.


In context, contemporary men’s fashion now offers a set of discursive practices that reframe approaches to dressing the body and to identity, and which are inclusive of alternative male archetypes as designers look to once-marginalised and ethnic groups for new inspiration. In this hyper-referenced world where young people cut-and-paste stylistic identity, digital information and social media has dissipated the dominant aesthetics of previous decades. Masculinity has not escaped this fragmentation with the unpacking of gender itself: menswear borrowing from womenswear with androgynous collections exploring bias cutting, drape, and more traditionally feminine silhouettes worn by transgender models are now commonplace on the catwalks of Europe. The contemporary pattern cutter has to traverse the language of fashion knowing the specific DNA — set codes that define their garment types and functionality. A multi-lingual vocabulary of techniques is now needed to give the pattern cutter’s work authenticity and integrity in a world of diversity.
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Peacock-feather lounge coats and tailored jackets: designer Sarah Burton collides Alexander McQueen’s London heritage with her northern sensibility of Wigan Pier all-nighters where sharp cuts and slick moves mattered in this autumn/winter 2019 collection.













HISTORICAL TIMELINE


Historical and social context is key to understanding the origins of the garment styles you are making. Borrowing details and silhouettes from the past to incorporate into the present is a common practice within menswear design. Understanding the cultural references and the sartorial language of these silhouettes is essential to developing a collection. This illustrated timeline presents a condensed review of the pattern styles explored throughout the book, placing them in their historical context.


WAXED JACKET




1900 (here)





A heritage classic commonly referred to as a shooting jacket, this is a style that has seen many recent incarnations in contemporary men’s fashion house Barbour & Schöffel since its conception in the mid-to-late nineteenth century. It features an oversized silhouette and capacious front pockets, with raglan sleeves for easier movement, and a secret back ‘poacher’s’ pocket. The design was derived from the Norfolk jacket originally conceived for the 15th Duke of Norfolk and made popular by Edward VII – renowned for introducing a new generation of sportswear into the British establishment.
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SHORT-SLEEVED POLO SHIRT




1920 (here)





The polo shirt became the uniform for a generation of disenfranchised youth; musical subcultures of the 1970s and the football casuals of the early 1980s. Originally created as a sports shirt with long sleeves and a button-up front for playing polo in the mid-1800s, it wasn’t until René Lacoste adapted it in the 1920s – shortening the sleeves and front button opening so it could be pulled over the head – that it became the essential dress code for lawn tennis. Now a staple item, brands like Fred Perry and Ralph Lauren have transformed it from sports shirt to cool urban uniform.
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LUMBERJACK/COWBOY SHIRT




1950 (here)





A Western shirt made from flannel or wool, this button-up front-collared shirt began in the nineteenth century as the go-to uniform among the working classes — a sturdy outer garment capable of withstanding the harsh environments of North America. It wasn’t until the 1950s and the widespread influence of the silver screen that Western shirts made their way on to the backs of movie stars and gained prominence as a fashion item. Throughout the 1970s and 1980s musicians and brands like Wrangler and Levi’s championed its relevance and it continues to have contemporary significance.
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CAGOULE/ANORAK




1960 (here)





The cagoule has been synonymous with British counter-culture for over four decades and commercially available since the early 1960s. This mid-length, lightweight, rainproof jacket can trace its origins back to the Inuit peoples of Greenland. Cagoules as we know them took their design details from the French camouflaged robes worn by artillery personnel in World War I. It wasn’t until after World War II that Noel Biddy invented the zip-fronted drawstring-closure cagoule sporting a large map pocket. His inaugural brand Peter Storm still continues to produce iconic style for all-weather types.
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SINGLE-BREASTED JACKET




1980 (here)





Suits were at the forefront of a revolution post 1910, as they freed the wearer from the hierarchy of formal frock- and morning coats. Two new liberal interpretations appeared – double-breasted and single-breasted models, with a nipped-in silhouette, one or two buttons and naturally sloping shoulders. The economic boom of the 1980s saw the suit undergo another revolution. With the adoption of newly developed and cheaper fabric blends, Giorgio Armani pioneered a new male silhouette with his unstructured soft tailoring and use of breathable linen – and masculine style would change for ever.
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HOODED SWEATSHIRT




2000 (here)





Favoured by consumers of street culture and frowned upon by authority, the sweatshirt came from humble beginnings. Marketed by Champion sportswear as athletics apparel, it become a popular addition to the uniform of American university football squads circa 1930. Its uniquely designed reverse-weave fabric made it shrink resistant, comfortable and durable. Through its subcultural appropriation by surfers, skateboarders and rappers, the hooded sweatshirt has been reinjected with a whole new level of cool, traversing social and gender boundaries of traditional mens- and womenswear lines.


[image: Illustration]










CHAPTER ONE


PREPARATION FOR PATTERN CUTTING


LEARNING OBJECTIVES


Pattern cutters are constantly tasked with solving creative design problems; acquiring the right tools and knowledge is fundamental to beginning a successful practice.


Discover how to:


• Set up your studio with the right tools and equipment


• Develop an understanding of the different approaches to pattern cutting within an industry context


• Make the right choices when developing size charts and conducting fittings for clients or brands
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TOOLS AND EQUIPMENT


The starting point for all pattern making is the acquisition of a good set of tools and an understanding of how to use them. Like any other trade, pattern cutting 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 centimetres and inches: a 150cm/60" glass fibre-coated vinyl tape will not react to changes in temperature by expanding or shrinking; a 300cm/120" glass fibre-coated vinyl tape is useful when you are using extremely long lengths of fabric, perhaps when draping fabric on the bias; a 150cm/60" glass fibre 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.


• Metre 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 aluminium or steel.


• Right-angled ruler – 60cm x 35cm (231/2 X 133/4") for drawing angles of 90 degrees. It is usually made from plastic, aluminium or steel.


• Grading ruler – 50cm (191/2") with a 0.5cm (3/16") grid of vertical and horizontal lines. Used for grading and adding seam allowances to patterns. 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, aluminium or steel.


• Hip curve – designed to replicate the shape from the lower body, it is used to draw side seams on skirts and trousers and draw hems. 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, pitch points on armholes, zip 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 – pattern cutting 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.


• Scalpel – 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 mannequin 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 sticky tape


• Unpicker


• Pencil sharpener


• Eraser


• Tailor’s chalk and dispenser
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FABRICS


Fabric knowledge is essential when developing designs for your collection, as there are many factors that can affect the garment pre- and post-construction, some of which can be addressed during the pattern cutting process. Fabric structure is the first thing that needs to be considered when choosing the right material for your garment patterns. Different apparel categories are associated with the characteristics of different material properties, for example outerwear with water repellent or coated nylon, polyester fabrics and sportswear with knitted fabrics that have good stretch and memory recovery.


Fabrics are manufactured from fibres that are spun into yarn, which is either woven, knitted or thermally, mechanically and chemically bonded. Fibres for fabrics originate from many sources: plant-based (cellulose), animal-based (protein) and recycled and synthetic chemicals (inorganic polymers). The performance properties of fibres are equally important to understand — lustre, density, surface texture, thermal retention and absorbency — as these will affect the functionality, serviceability and aesthetic appearance of the finished product.


Woven fabrics are the most stable as the yarns are woven at 90-degree angles to each other, creating a firm structure with the warp yarn down the length of the fabric and the weft yarn across the width of the fabric. There are several weave formations to consider when selecting fabrics for your designs: plain weaves, basket, twill, satin, herringbone, hopsack and dobby. Recognising the weave formations will give you an indication of the fabric’s useability and draping potential.


Knitted fabrics are constructed through a series of interlocking loops which creates a flexible structure: yarns are passed backwards and forwards horizontally over a bed of needles creating stitches or loops known as courses that form wales — vertical rows of stitches or loops. Knitted fabric can be manufactured flat or tubular and comes in many variations according to the gauge (loose or tight) and stitch types — plain, purl, reverse, missed and tuck.


Understanding fabric qualities will allow you to make the correct choices when researching or selecting materials, trims and accessories for your designs. New fabrics are continually being developed so it is important to keep abreast of the fabric trends through trade shows, current manufacturers, sourcing websites and forecasting forums. Questions that should be asked before purchasing your fabric include: does the fabric handle well? What is the fabric suitable for? Is it machine washable or dry-clean only? How does it sew?
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Rolls of clients’ suiting fabrics in the cutting room of Italian men’s tailor Brioni.





FABRIC APPLICATIONS


Listed below are some suggested fabric types, and their properties, which are suitable for the garment styles depicted throughout the book.
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LININGS AND INTERFACING


In addition to choosing the outer fabric for your garment, you may need to select interfacing and lining fabrics for certain styles. Interfacing is made to support or strengthen the outer body of the garment and can control fabric stretching. There are two categories: fusible and fabric-based Interfacings, which are manufactured in woven, knitted and non-woven composite. The fusible types are the most common and manufactured from cotton–polyester blends, with an adhesive applied to one side which is heat-pressed on the fabric. The fabric-based interfacings are generally woven from cotton and horsehair canvas, with and without an adhesive applied through sewing and hand stitching. Interlining is similarly manufactured from the same products but is used in garments when more warmth is needed.


Lining fabrics have their own particular set of characteristics and usages, and they can be manufactured from cotton, nylon, rayon, acetate, cupro and polyester. When choosing a lining fabric for your garment style you should consider its purpose. Do you need it to conceal the internal seams and construction or to aid warmth and moisture absorption? It can be used with transparent fabrics to make them less opaque and help with taking a garment on and off. Linings can add aesthetic value to an item, especially if they have been customised through printing or embroidery. Listed here are some suggested linings and interfacing types and their properties suitable for the garment styles depicted throughout the book.
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FABRIC ISSUES


Common problems with woven and knitted fabrics that you are likely to encounter when developing your patterns are bowing, skewing, spirality and shrinkage. Bowing and skewing occur when the filling yarns have not been woven perpendicular to the warp yarns, causing the fabric grain to be off-centre: patterns cut from this will lead to the garment sitting unevenly on the body. Spirality happens in weft-knitted fabrics when the wales and course are out of alignment, causing the fabric to twist. This will become a problem as the grain will be out of alignment when marking and cutting your patterns.


Shrinkage happens when the fibres in the yarns contract in length due to moisture and heat, with natural and blended fibres being the most susceptible to shrinkage. Fabrics should be tested before the pattern is cut so additional length and width can be added to the pattern to accommodate for the shrinkage ratio. Interfacing may also need to be shrunk to avoid puckering on the final fabric surface. When cutting lining patterns, you may need to apply a layer of tissue paper on top as movement can occur due to their slippery surfaces.






STUDIO PRACTICE


There are two forms of pattern making that are practised within industry: flat pattern cutting 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 pattern cutting 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 here). These shapes (basic blocks) are used with a sketch or technical drawing to create patterns for a stylised garment through block manipulation.


Draping, also known as modelling 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 pre-cut 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 pattern cutting 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 experienced designer or pattern cutter working for a luxury brand will often successfully use a combination of draping and flat pattern cutting. This method also encourages an understanding of how flat patterns relate to the three-dimensional figure and is often used in teaching environments.


Although pattern making 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 pattern cutters who will work hand in hand with the design and marketing teams and the sample machinists to develop the garment through from initial concept to finished product in a studio environment. This centralised 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.
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Pattern toiling is an essential stage of the design-development process as you investigate the silhouettes for your fashion collection.






BESPOKE AND SEMI-BESPOKE 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. Semi-bespoke is the production of patterns from a set of industry-average measurements. The garment is manufactured to a semi-constructed stage before final adjustments are made according to the client’s own measurements before finishing.
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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 semi-bespoke as it produces a cheaper product.
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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 block 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 upwards or outwards. 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 centre 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


Centre back neck point – the protrusion of the seventh vertebra


Shoulder neck point – identified by the raised edge of the trapezius muscle


Centre front neck point – the hollow where the clavicles meet the sternum


Shoulder point – 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 blocks for the male figure.


TOOLS NEEDED TO TAKE ACCURATE BODY MEASUREMENTS


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


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


• A metre rule or yardstick


• 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 inwards to the body.


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


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


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


Place the tape horizontally around the abdomen, 5cm below the natural waist. This additional measurement is used when constructing a trouser block for a more casual style.


4. Hip (seat) circumference / figs: (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


(Centre 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. Centre front waist length


(Centre 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. Centre back neck to front waist length / figs: (A) & (B)


Place the tape at the base of the centre back neck (the last cervical vertebra), then measure around the neck and over the shoulder down towards the centre front natural waist point. Mark for future measurements.


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


Place the measure at the base of the back of the neck at the point that you identified earlier. Continue to the shoulder neck point, 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 centre front (sternum bone).


9. Head circumference / figs: (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.


11. Across back width / fig: (B)


Measure between the points at which the arms are connected to the body. On a pattern this is between the back pitch points.


12. Across front width / fig: (A)


Measure between the points at which the arms are connected to the body, where a crease is formed by the armpit. On a pattern this is between the front pitch points.


13. Shoulder length / fig: (A)


Place the tape at the shoulder neck point that you identified previously and measure along the top of the muscle to the shoulder point.


14. One-piece sleeve length / fig: (A)


Measure from the shoulder point down the arm and over the elbow to the wrist with the arm hanging naturally but slightly bent. You can also take the underarm measurement in this position by placing the tape 2cm (3/4") underneath the model’s armpit and measuring down to the wrist.


15. Wrist and hand circumferences / figs: (A) & (B)


Measure around the wrist joint where the bone protrudes. Together with the width of the hand this measurement will help you establish the minimum cuff width. Measure around the widest point of the hand with fingers and thumb held as if the model is putting his arm in a sleeve.


FIGURE A
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FIGURE B
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FIGURE C
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16. Centre back neck height from floor / fig: (B)


This measurement will allow you to gauge the proportions of all the other body length measurements and evaluate the silhouette of the garment.


To measure the model’s body length accurately use an anthropometer. Ask the model to stand in an erect position with his feet together and arms hanging naturally in relaxed position. Direct the model’s head into an upright position where his eyes and ears are on the same horizontal plane.


Lower the arm of the anthropometer down onto the centre back neck point. Take the height reading from the dial on the anthropometer. If you don’t have an anthropometer, use a 2-metre (or 2-yard) pole or a piece of wood against a flat surface. If using a tape measure, make sure it is a new one.


17. Low waist to floor length / fig: (A)


Place the tape on the side of the body at the low waistline and measure down vertically to the floor.


18. Natural waist to hip length / fig: (B)


Place the tape at the natural waistline, on the side or the side back, then measure down to the hip line.


19. Crotch length (Centre front and centre back) / figs: (A) & (B) Place the tape on the low waistline at the centre front. Pass between the lowest part of the crotch and up between the buttocks to the low waistline on the centre back. This measurement can also be separated into front rise and back rise.


20. Inside leg length / fig: (A)


Place the tape end in a central position under the crotch, then measure down the inside of the leg to the ankle.


21. Thigh circumference / figs: (A) & (B)


Place the tape around the widest point on the leg, 5cm (2") below the crotch. Keep the tape parallel to the floor.


22. Calf circumference / figs: (A) & (B)


Place the tape around the widest point of the lower leg below the knee line. Keep the tape parallel to the floor.


23. Ankle and heel-foot circumference / figs: (A), (B) & (C)


Ankle – measure around the narrowest point (the medial malleolus) above the ankle. Keep the tape parallel to the floor.


Heel foot – measure around the heel passing the tape measure over the widest part (the dorsal juncture) of the foot at a 45-degree angle to the floor.


24. Seat depth / fig: (C)


Ask your model to sit upright with his knees at a right angle to his torso. Place the tape on the low waistline at the side and measure down vertically to the seated buttocks.


The measurement model pictured in figures (A), (B) and (C) is a professional model working within the fashion industry. He was selected because he has an industry-endorsed average body shape for a size 38" (96cm) chest. The summary of the model’s measurements provided below was recorded by a TC2 3D Body Measurement Scanner.


Use the information below to make comparisons with your fit model’s measurements.






	1 Chest circumference


	96cm (38in)







	2 (Natural) waist circumference


	84cm (331/8in)







	3 Low waist circumference (5cm [2"] below natural)


	85cm (331/2in)







	4 Hip (seat) circumference


	95cm (373/8in)







	5 Centre back neck to natural waist length


	45cm (173/4in)







	6 Centre front neck to natural waist length


	40cm (153/4in)







	7 Centre back neck to front waist length


	56.5cm (221/4in)







	8 Neck base circumference


	39.5cm (151/2in)







	9 Head circumference


	58cm (227/8in)







	10 Head length


	24cm (91/2in)







	11 Across back width


	39cm (153/8in)







	12 Across front width


	36cm (141/8in)







	13 Shoulder length


	15.5cm (61/8in)







	14 One-piece sleeve length


	63cm (243/4in)







	15a Wrist circumference


	17cm (63/4in)







	b Hand circumference


	25cm (97/8in)







	16 Back neck height from floor


	153.5cm (603/8in)







	17 Low waist to floor length


	103.4cm (403/4in)







	18 Natural waist to hip length


	21cm (81/4in)







	19a Front crotch length (natural waist)


	36.5cm (143/8in)







	b Back crotch length (natural waist)


	37.5cm (143/4in)







	20 Inside leg length (crotch to ankle)


	73.5cm (287/8in)







	21 Thigh circumference


	55.5cm (217/8in)







	22 Calf circumference


	36cm (141/8in)







	23a Ankle circumference


	24.8cm (93/4in)







	b Heel-foot circumference


	32.5cm (123/4in)







	24 Seat depth


	31.5cm (123/8in)












MANNEQUINS
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Siegel & Stockman tailor’s dummy, France, c.1960; Alvanon full-body form created using bodyscan data, US, 2005; Kennett & Lindsell’s British body shape range, UK, 1980.





Fit mannequins or forms are used in the clothing industry for developing patterns and for fitting toiles and garments. Choosing the right one is important when establishing your size range. Modelled to represent the dimensions of the human body, they are made from fibreglass with a covering of foam and linen. They can be bought in many sizes and in different body configurations (three-quarter, full- or half-body, with or without arms).


Standard static forms are three-quarter length, finishing below the hip. They are generally sold without arms and are mounted on a central metal adjustable pole, with or without wheels. These are the perfect starting point when building up a studio as you can use one to fit and assess patterns, toiles and garment silhouettes during range development. Full-body static versions are available and generally hang on a pole from the crown point. They are available with removable arms and legs and collapsible shoulders.


Recent advances in 3D body-scanning technology have continued to push the development of technically superior static forms with an accurate body shape that is truly representative of age and customer profile. Produced from sizing data collected through surveys, these forms can be manufactured to a high level of accuracy with collapsible shoulders, collapsible hips, removable arms and a soft abdomen. They also have measurement lines incorporated and come with an adjustable stand.


New developments in fit technology have brought robotics into the marketplace, with the development of the I Dummy smart mannequin — a programmable robotic human body that can change size and shape to fit any body type, size or anthropomorphic silhouette. Using a huge database of body sizes collected from European, Asian and US sources, segmented body parts are able to expand and retract to create your size parameter, allowing the programmer/fit technician to adjust the body shape to accommodate individual nuances.


If your mannequin comes without any measurement lines, use seam tape to mark them before use. This will help you in your understanding of pattern construction as the front and back blocks represent the segmented parts of the human body. Attach the seam tape with pins or sew the landmark lines to the linen – centre front and back, neckline circumference, chest circumference, waist circumference, hip circumference, side seams, shoulder seams and armholes. To find these positions use your tape measure to divide the circumferences and lengths of the form.
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Robotic I Dummy developed by Dr Allan Chan Chee-kooi, Associate Professor at PolyU’s Institute of Textiles and Clothing, in collaboration with Winswin Hong Kong robotics manufacturer.









FIT MODELS


When considering and selecting a fit model around which to develop a collection, it is important to identify your customer’s silhouette or normal body shape first. This can be achieved by undertaking comparative research among your competitors. Take photos and collect tearsheets from magazines or from street style blogs. This information will help you identify what your consumer may look like and thus help you to select the best fit model. Remember that fashion models on the catwalk are not real customers; they are marketing tools used to project the image of the brand.


It is wise to have several fit models reflecting different male silhouettes. Once you have recruited your fit models it is important to record certain fundamental elements, such as posture, weight, eating habits and exercise routines. This will help you to make accurate judgements in future fitting sessions; if your model’s shape changes you can avoid unnecessary corrections and adjustments to samples and patterns.


POSTURE AND DROP


Posture and drop are also important factors when selecting a fit model. Unlike the mannequin, the human body may not be symmetrical.


Posture


Posture refers to the physical manner in which the body frame is carried. Incorrect posture can affect the balance of patterns, resulting in numerous figure adjustments.


Men’s ready-to-wear has traditionally offered a wider range of fitting groups with short, medium and tall heights accommodated. Increasingly retailers have categorised these into five general silhouettes:


• Slim – straight back with low muscle definition on chest, abdomen and lower body;


• Regular/normal – a flat chest and stomach with a straight back;


• Large/athletic – a pronounced chest with a straight back and enlarged muscle definition;


• Stocky – rounded shoulders with a curved back and a slightly protruding stomach and chest;
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Production/Range planned

The season’s themes, looks, colours, 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.
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Designs finalised 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
catwalk 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 blocks 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 minimised. The product is sorted into wholesale
orders, either by size, colour and/or style, ready to be shipped.
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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 blocks to the client's
size. The block is adapted to the design.

Toile cut and sewn

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

Toile fitted and adjustments made

Modifications are made to the pattern based on the fitting.
Toile may be re-cut 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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Garment Styles

Fabric Types

Fabric Properties

Shirts

Short-sleeved Polo Shirt - Casual/
sportswear

Knitted pique interlock cotton jersey

Natural or cellulose/synthetic fibre blends,
prone to shrinkage, soft to handle

Hooded Sweatshirt - Street/
sportswear

Knitted sweatshirt cotton jersey

Natural or cellulose/synthetic fibre blends,
prone to shrinkage, plain face and brushed
back, soft to handle

Casual Long-sleeved Shirt - Casual/
business wear

Woven cotton lawn, woven cotton twill

Natural or cellulose/synthetic fibre blends,
prone to shrinkage, crisp to handle

Lumberjack Shirt - Casual/workwear

Woven cotton moleskin, woven cotton
corduroy

Natural fibre, robust fabric with thermal
properties, prone to shrinkage, soft to handle
with pile face and plain back

Short-sleeved Safari Shirt

Woven cotton khadi, woven linen

Natural fibre, prone to shrinkage, soft to
handle

Bib Shirt

Woven cotton lawn, woven cotton twill

Natural or cellulose/synthetic fibre blends,
prone to shrinkage, crisp to handle

Trousers

High-waisted Trouser

Woven wool worsted, woven wool
tweed, woven wool cavalry twill

Natural fibre, prone to shrinkage, soft to
handle

Chinos

Woven cotton twill, woven cotton
corduroy

Natural or cellulose/synthetic fibre blends,
prone to shrinkage, crisp to handle

Basic Sweatpants

Knitted sweatshirt cotton jersey

Natural or cellulose/synthetic fibre blends,
prone to shrinkage, plain face and brushed
back, soft to handle

Tailored Shorts

Woven cotton drill/duck

Natural fibre blends, prone to shrinkage, crisp
to handle

Jeans

Woven cotton denim twill

Natural or cellulose fibre blends, prone to
shrinkage, crisp to handle before laundering

Dropped Crotch Gusset Trouser

Woven cotton drill

Natural fibre blends, prone to shrinkage, crisp
to handle

Dropped Crotch Panel Trouser

Woven wool worsted, woven wool
tweed, woven wool cavalry twill

Natural fibre blends, prone to shrinkage, soft
to handle

Outerwear

Cagoule

Woven nylon, woven polyester

Synthetic fibre blends, no shrinkage

Fitted Denim Jacket

Woven cotton denim twill

Natural fibre, prone to shrinkage, crisp to
handle before laundering

Trench Coat

Woven cotton gabardine/twill, woven
cotton ventile

Natural fibre blends, prone to shrinkage, crisp
to handle

Single-breasted Jacket

Woven wool worsted/tweed, woven
wool cavalry twill, woven polyester +
viscose rayon

Natural or cellulose/synthetic fibre blends,
prone to shrinkage, soft to handle

Double-breasted Jacket

Woven wool worsted/tweed, woven
wool cavalry twill, woven polyester +
viscose rayon

Natural or cellulose/synthetic fibre blends,
prone to shrinkage, soft to handle

Waxed Jacket

Woven waxed cotton canvas, woven
Gore-Tex

Natural or synthetic fibre blends, crisp to
handle

Bomber Jacket

Woven nylon/polyester

Synthetic fibre blends, no shrinkage
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