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INTRODUCTION


Couture Tailoring is a comprehensive guide to tailoring a woman’s haute couture jacket using classic couture techniques. The jacket can be a traditional tailored design inspired by menswear, with a notch collar and two-piece set-in sleeves, or it can be a more feminine design with a variety of collar and sleeve choices. Many of the techniques described in this book can be used for tailoring a man’s jacket as well as for creating any luxury garment for women and children; in addition, some can be adapted for everyday sewing.


The emphasis in this book is on hand tailoring a woman’s jacket, and the techniques are described as they are used in couture ateliers, where designs are made with an extraordinary attention to detail using time-consuming, hand-executed techniques. There is such a preponderance of hand sewing that a couture design is often described as “made by hand.” Made by hand describes shaping techniques such as pad stitching, shrinking and stretching, molding the fabrics and canvas, and pressing. These techniques are used not only during the jacket’s assembly but also on individual garment sections before they are sewn together. Basting (tacking) stitches are frequently used to control the materials, only to be removed a short time later. Machine stitching is used primarily on the vertical seams of the jacket body and sleeves; lining seams can be machine stitched or hand sewn. Both the individual construction methods and the construction sequence are different from those used in home sewing and in ready-to-wear production. A quick look at the couture process will help you understand some of its uniqueness.
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This handmade shoulder pad is from a 1960s Yves Saint Laurent design. Two layers of hair canvas are machine quilted for the top layer. The cotton wadding layers are hand sewn to the canvas.





An haute couture garment—in this instance a jacket—begins with a toile. The toile is a prototype made by draping pieces of muslin (also known as calico) on a dress form that has been padded to duplicate the customer’s figure. At Valentino, standard-size dress forms are fitted with zip-on covers that have been padded to duplicate the figures of each client. The toile for your jacket can begin with a purchased pattern or an original design that you have draped or drafted using the flat pattern method.


In the atelier, the toile is developed by the premièr (e), the seconde, or première main. During the draping process, adjustments are made for the client’s size and proportions so it will fit and flatter, even though she may have a less than perfect or an asymmetrical figure. The toile is rarely fitted on the client.


After the toile is fitted on the dress form, a clean muslin pattern is made. Then all seams and hems are marked with thread tracings on the fabric. Generous seam and hem allowances are left when the pieces are cut in case they need to be adjusted. It is not uncommon for the seam allowances to be uneven in width since the thread-traced seam lines will be matched during construction, instead of the cut edges, as happens in home sewing and manufacturing.


The jacket is completely basted so the fit can be fine-tuned for the client’s figure. After the fitting, the jacket is returned to the atelier, ripped apart, and laid flat (mis a plat). If the design is complex or the figure is difficult to fit, there will be additional fittings and, when necessary, new garment sections will be cut. After corrections and changes are made, any embroidery or beading will be completed, fabric and interfacings shaped, pockets set permanently, fronts pad stitched, and the revers shaped. Any seams that don’t require additional fitting are basted again and machine stitched. After the fit of the jacket body is established, the collar and sleeves are fitted and the lining is added.


In bespoke tailoring, the focus is primarily on menswear and the early stages of the process are slightly different. The customer is measured and the measurements are used by the cutter to draft the pattern. The jacket is made up by a tailor using traditional tailoring techniques similar to those used for women’s designs. In some workrooms, the undercollar is pad stitched by a specialist, the linings are felled by a finisher, and thread buttonholes are made by an expert.


This book begins with an Illustrated Survey, which is divided into two groups: hard-tailored designs inspired by a man’s lounge or sack coat, and more softly tailored feminine designs. As you peruse the Illustrated Survey, you’ll find a variety of silhouettes, neckline designs, collars, pockets, sleeves, and closures, as well as interesting plaid and fabric combinations to provide inspiration for your jacket designs.


Part One provides a guide for choosing appropriate equipment, supplies, and fabrics. It includes easy-to-follow instructions for the basic couture techniques. These essential skills include hand sewing, cutting and marking, pressing, seams and hems, pockets, and buttonholes— indispensable skills that you will use again and again, not only for tailored jackets, but for any luxury design.


Part Two describes a logical sequence for making a couture jacket, from the cutting and marking to the final press and attaching a label. Construction details include making and fitting a toile, cutting and shaping the canvas, assembling the entoilage, pad stitching and taping the fronts, shaping the lapels and collars, hand and machine methods for the collar, shaping and setting sleeves, and hand-sewn linings.


Throughout the book, you will find many little-known professional techniques and couture hints for successful results that you will be able to incorporate into all of your sewing.


Welcome to the world of haute couture.
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Shalom Harlow in Yves Saint Laurent, Fall/Winter 2001–2002






The Illustrated Survey


The Illustrated Survey on here features 72 jackets in a variety of styles from very traditional tailored jackets to fancy feminine designs. Most of the jackets are haute couture and designed for a particular individual, so they vary in size. A few are expensive ready-to-wear models. The jackets showcase many silhouettes in a range of sizes, in different fabrics, and with interesting details.


Consider the various styles, fabrics, and details on the following pages to create an original and distinctive jacket of your own.


Man-tailored designs


Inspired by menswear, traditional tailored jackets are described as “man tailored” or “hard tailored.” Most are fabricated in wool and have a one-piece front, a notched collar, set-in sleeves, and a button/buttonhole closure, but some have a panel front and/or a shawl collar.


In this Illustrated Survey, the man-tailored styling is obvious but the jackets are much more diverse than typical menswear jackets. There is a variety of silhouettes, jacket lengths, lapel designs, closures, pockets, belts, fabrics, and colors.


Feminine designs


There is a much greater variety in the soft-tailored, more feminine jacket designs than for the more traditional menswear style, with a wide range of fabrics, colors, collars and necklines, sleeves, pockets, and decorative trims.


Most jackets have set-in sleeves but kimono and raglan sleeves are not uncommon. Notch, shawl, rolled, or stand collars are used, and some jackets have no collars at all, with necklines that range from jewel and oval to V- and U-shapes.




ILLUSTRATIONS IN THIS BOOK


Throughout the book, the step-by-step illustrations show thread tracing, basting, and stitching in the colors below. The right side of the fabric is shown below; the wrong side is indicated by a lighter blue color.
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Yves Saint Laurent Haute Couture Fall/Winter 1992–1993











PART 1


TAILORING BASICS: EQUIPMENT, FABRICS, AND ESSENTIAL SKILLS


In Part One, you will begin with the basics: assembling your tools, planning your jacket, selecting the style and fabric, and learning traditional couture methods. You will acquire essential skills for hand sewing, cutting and marking, seams, darts, hems, and pressing. You will also develop the expertise for completing a variety of buttonholes and pocket details that will enhance your design.
After you’ve developed your design, fitted your toile, and perfected your skills, you will select the techniques that are most appropriate for your jacket. Then you will mark, cut, and baste the jacket body for the first fitting.
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Chanel Haute Couture, Fall/Winter 2017









CHAPTER ONE


PREPARATION


Before you begin tailoring a jacket, it is important to assemble your tools and supplies and understand how they are used. Good tools are essential for tailoring and pressing. The basic tools for stitching, cutting, marking, and pressing are described here.
A well-tailored garment frequently requires more pressing than stitching; a well-equipped workroom will have the essential pressing tools as well as many that are optional.


Use this list to assemble the basic tools you will need for tailoring a jacket.


• Bent-handled shears


• Small scissors


• Paper scissors


• Seam ripper


• Tape measure


• Ruler


• Beeswax


• Chalk or soap sliver


• Pencil


• Needles


• Basting (tacking) threads


• Thimble


• Pins


• Threads


• Lightweight cardboard
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This asymmetrical design by Chanel has a panel front and features handmade floral motifs. This traditional jacket by Yves Saint Laurent has a deep decolleté, wide revers, flap pockets, and a large single button closure. Unlined and casual, this Chanel jacket features a band at the neck and front edges. The silver thread buttonholes make an unusual contrast.






PROFESSIONAL EQUIPMENT


SEWING MACHINE


The industrial straight stitch machine is used in most tailoring workrooms. This machine makes a lockstitch, which is formed by a needle thread that feeds from a spool at the top and a bobbin thread that feeds from a bobbin at the bottom to lock in the center of the fabric layers. It sews forwards and backwards.


The lockstitch is the most familiar mechanical stitch. When the stitch is formed correctly it looks the same on both sides. It is the flattest, most supple, most secure, and least conspicuous stitch. If the stitch breaks when the jacket is worn, the seam will not unravel. It can be used for general seaming, for setting pockets, zippers, and sleeves, and for topstitching.


The straight stitch machine has a small-hole needle plate with the feed dogs placed closer together than on a zigzag machine. This basic feature holds the cloth more firmly and provides greater control when stitching lightweight fabrics. It reduces skipped stitches, puckered seams, underlayer creep, and broken needles.


Because of their size, industrial machines may not be practical if you are setting up a workroom at home. Consider a refurbished older straight stitch machine or another sewing machine with a knee lift to raise the presser foot.


CUTTING TOOLS


Essential cutting tools include shears, small scissors, paper scissors, and a seam ripper. A hole punch is useful for making a keyhole buttonhole, but it is not essential. Begin with the best quality cutting equipment you can afford. Use your cutting tools only for tailoring and dressmaking, not paper.


Shears are different from scissors in design. Bent-handled shears are designed for cutting out and making long cuts. They are larger, longer, and heavier than scissors; the lower blade has a blunt end. The handles have one large ring for several fingers and a smaller ring for the thumb. The bent handle is designed so the lower blade stays on the table and slides over it without disturbing the fabric when you cut. Better-quality shears have a small notch in front of the large ring; the notch is for your index finger. When held properly, the index finger pulls your thumb into the right position, which gives you better control and allows you to open the shears wider to make a longer cut. This also reduces the stress on your wrist.


Shears can be chrome plated or stainless steel. Stainless-steel shears are better for synthetic fabrics, which will dull chrome-plated shears. Try to avoid using your tailoring shears when cutting synthetic fabrics; keep a separate pair of stainless-steel shears for synthetics.


Professional tailors use shears that are 10" (25cm) to 17" (43cm) long. Smaller shears, 8" (20cm) or 9" (22.5cm), are easier to handle when you’re learning or if you have small hands. Choose a size that fits your hand comfortably.


Shears for left-handed people have the heavier blade and the large ring in one piece. The smaller blade has a small ring. When cutting, the small ring is on top when the shears are placed on the table, allowing you to see the cutting line as you cut. Shears labeled for both left- and right-handed users are not properly designed for cutting medium- to heavyweight fabrics, while some “left-handed” shears have the handles reversed but not the blades.




USING SHEARS
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Cutting is easier when you have quality shears and use them properly. If you are new to tailoring, practice cutting fabric scraps before cutting the jacket fabric.


• Hold the shears in your hand with your thumb in the small ring.


• Put your index finger in the notch on the handle in front of the large ring, and your remaining fingers in the large ring.


• Place the shears on the table with the lower blade flat.


• Pull your index finger toward your thumb; it will pull your thumb forward to give you more control and enable you to cut better without stressing your thumb or wrist.


• Open the scissors as wide as you comfortably can to make several long, straight cuts.


• When you close the shears, your hand will make a loose fist so your wrist rotates slightly toward your thumb.


• Practice until you can cut heavy fabrics comfortably.





Small scissors are sometimes called short cuts. They have two small rings—one for the thumb and one for the middle finger. These scissors are 5" (12.5cm) or 6" (15cm) long and are designed for clipping, trimming, and cutting threads, pockets, and buttonholes. They should be strong enough to clip through eight layers of medium-weight wool easily.


Paper scissors are generally less expensive than other cutting tools. They are used for cutting paper and cardboard.


A seam ripper has a forked head with slightly curved sides and a point. It is a useful tool for removing basting (tacking) stitches when used carefully. Many tailors do not allow seam rippers in the workroom because they can cut the fabric easily when used carelessly.


A chisel has a sharp beveled edge for cutting buttonholes. This optional tool is packaged with a small wooden board and a hole punch and sold with home sewing supplies. The chisel and hole punch are struck with a hammer to cut buttonholes.


Hole punch tools are used for cutting keyhole buttonholes, but they are not essential. Hole-punch pliers have cutting dies in several sizes on a revolving head. Metal hole punches are slender hollow tubes with a sharp cutting end; they are available in several sizes.




CARE FOR CUTTING EQUIPMENT
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• Use your fabric shears and scissors only as intended.


• Handle your shears carefully to avoid dropping them.


• Work carefully to avoid cutting over pins, hard items, or too many layers.


• Wipe the blades frequently to remove lint.


• Use a small drop of oil on the nut for smooth cutting.


• Wipe the blades with a fabric scrap after using to remove moisture.


• Keep your scissors and shears sharp so they cut to the ends of the points. Ask your barber or hairdresser where they have their scissors sharpened and have yours sharpened regularly.


• Store your shears in a case or sheath.





MEASURING TOOLS


Accurate measuring equipment is essential. Check your tape measure and rulers against a metal ruler to be sure they are marked accurately.


The best tape measures are made of fiberglass, which will not stretch, shrink, or tear with use. They can be printed with inches on one side and centimeters on the other, or they can be printed with numbers beginning at opposite ends. Narrow widths—½" (1.3cm) and ⅝" (1.5cm)—are easiest to use. Clean the tape measure frequently.


Available in wood and metal, yardsticks and meter sticks are used for correcting patterns and toiles, marking grain lines, and measuring jacket hems.


Made of wood or plastic, the 12" (30cm) ruler is particularly helpful when measuring the hems on pants (trousers).


Grid or grading rulers are transparent and printed with a grid in inches or centimeters; some are printed with inches on one long edge and centimeters on the other. They are available in several sizes. The 1" (2.5cm) by 6" (15cm), 1" (2.5cm) by 12" (30cm), and the 2" (5cm) by 18" (46cm) are generally most useful, but you rarely need all of them. Check to be sure the grid is accurate and printed correctly on the ruler. Narrow grid rulers are flexible and useful when measuring curved lines. Wide rulers can be used instead of a square to mark or check grain lines.


Drafting curves can be used for drafting patterns, correcting toiles, and re-marking curved lines on patterns and garment sections. The classic French curve No. 17 is a long-time favorite.


Cardboard gauges are easy to make. They can be customized for any project and are often more accurate to use than a metal gauge or a ruler, which has many lines that can be distracting. Use lightweight cardboard for the gauge and cut a notch on one side at the desired distance from the end.
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Measuring tools.





MARKING EQUIPMENT


A variety of threads and chalks can be used for marking. There are three types of chalk—clay, wax, and disappearing—or sharp soap slivers can be used as a chalk substitute. Test the marking tool you plan to use on the fabric. Press over the thread or chalk to determine if it will leave a permanent mark or be difficult to remove.


Use white basting thread for thread tracing and/or tailor tacks to mark all seam lines, grain lines, match points (notches), darts, and construction details. Use a pastel color for basting seams.


When using several thread colors, always use them in the same sequence so you know which basting was made last. In a couture workroom, five or six threads are strung on a ribbon so all workers have the same sequence as the première, or head of the workroom.


Soft basting cotton has no finish and breaks easily. It is available in three or four colors on skeins, and in the United Kingdom on spools. Use it to mark all seam lines and construction details as well as for basting seams. When removed, this thread will not disturb the permanent stitches like a stronger thread would. It will not fall out as easily as regular thread or glazed thread. Hand-embroidery or fine cotton threads in pastel colors can be used as a substitute when soft basting cotton is not available.


Glazed basting cotton is used in bespoke tailoring for marking and basting.


Tailor’s chalk is made of clay and is the preferred marking tool in bespoke tailoring, but it will not show on many fabrics. It is available in squares and triangles and is sometimes called pipe clay or clay chalk. Use chalk sparingly, on the face side of the fabric. Use only white chalk. Avoid colors; the chalk may come out of the fabric, but the color will remain.


Keep the chalk edge sharp to mark accurately. Some chalk holders have a handy sharpener on top, or you can scrape the edge with a small knife. If the edge looks sharp, but the chalk won’t mark, scrape off the edge and sharpen the chalk again.


Hold the chalk gently between your thumb and fingers when using it, and push it lightly from right to left or away from you. To remove any chalk marks, place the garment section on the table and spank it vigorously with your hand.


Wax chalk is suitable only for wool fabrics; it will stain other materials. Most wax chalk marks are easily removed by pressing. Do not use colored wax.


There are several different disappearing chalks. Experiment to see if you like them. They are suitable for many fabrics and will last several hours or sometimes days, depending on heat and moisture. Use carefully to avoid irritation to the hands and face.


Tailor’s soap is no longer available, but slivers of hard-milled soaps without oils can be used like chalk for marking. Larger bars of soap are useful for pressing seams and creases. Use the soap only on the wrong side, since it will leave a slight residue even after several cleanings.


Powdered chalk in a chalk wheel produces a fine chalked line and does not require sharpening. Again, avoid colored chalks.


Tracing wheels are sometimes called pricker wheels. They can be needle pointed (stiletto), serrated, or smooth. Needle-point or serrated tracing wheels can be used without tracing carbon in patternmaking to mark paper patterns. Smooth tracing wheels are rarely used. The needle-pointed tracing wheel is a favorite in some workrooms and banned in others. Always test on a scrap to be sure it will not damage the fabric.


Dressmaker’s tracing carbon is a wax-coated tracing paper used with a tracing wheel to transfer stitching lines. Tracing carbon marks are permanent; use only white tracing carbon on your fabric. Tracing carbon is not used in bespoke tailoring, but white is used in some couture workrooms. It is useful for marking linings, dark plain fabrics, and blouse fabrics, but the marks will not show on many wool or patterned fabrics. To use, tape the tracing paper to a sheet of cardboard, carbon side up. Place the fabric on the tracing carbon, right side up.


Colored tracing carbon or graphite carbon sheets are used for marking toiles and fitting garments. Both will rub off on your hands. Do not use them on jacket or lining fabrics.


Pencils and marking pens come in different sizes. Use a sharp #2 pencil to mark interfacings. Colored marking pencils, and water-soluble and air-soluble pens are best avoided since they may leave permanent marks.
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Marking tools. The marking paper visible in the background is used in professional workrooms.





NEEDLES


The needle size to use depends on the fabric and the thread size. Generally, the finer the fabric, the finer the needle, while a heavy thread like buttonhole twist will abrade in a needle that is too small. Usually the best size is the smallest needle that you can sew with easily. The higher the needle size, the finer the needle. Use a small size needle when hemming so stitches will not show on the face side of the jacket.


Betweens are the most important needles used in tailoring. A betweens is a strong, short needle with a short eye and is sometimes called a quilting or appliqué needle or a ground down. The short length of the betweens needle makes it easy to pick up one stitch at a time and push the needle with the tailor’s thimble correctly. It is used for general sewing, basting, hemming, felling, buttonholes, and other finishing techniques. Use sizes 5 to 7 for medium-weight wools and other medium- to heavyweight fabrics. Use sizes 8 to 10 for linings, lightweight wools, and silks. Use sizes 5 or 6 when sewing with buttonhole twist.


Sharps are long needles with a short eye. They are used to pick up multiple short stitches or to make long stitches when thread tracing, basting, and stab stitching. Use fine needles in sizes 8 to 10 for lightweight and medium-weight fabrics, and larger needles in sizes 6 or 7 for heavier materials. Many less experienced workers prefer small-sized cotton darners, which are a long needle with a large eye, because they are easier to thread.


Tapestry needles are large needles with a blunt point. They are used for turning button loops, removing basting, and inserting yarns. A size 20 is a good choice for most tasks.


Calyx-eyed needles have an open end and are sometimes called easy-threading, quick-threading, or handicap needles because the thread is pulled down into the top of the eye. They are particularly useful for pulling threads to the wrong side at the end of stitched seams or darts, fastening short thread ends, adding a few extra stitches at the ends of buttonholes or pockets, and hiding the ends of topstitched threads.
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Needles and thimbles.





THIMBLES


A thimble has knurls or indentations around the end. The quality of the thimble is determined by the depth of the knurls, since they hold the end of the needle in place, allowing the needle to be pushed forward smoothly and easily. If the knurls are too shallow, the needle will slip out. A thimble is easier to use when sewing with betweens needles, which are shorter than other needles.


A tailor’s thimble has an open end. Tailors push the needle with the top side of the thimble above the fingernail.


A dressmaker’s thimble, unlike a tailor’s thimble, has a closed end. Dressmakers push the needle with the end of the thimble.


Both thimble types are available in several sizes; the higher the number, the larger the thimble. Try on several to find one that fits. Place the thimble on the middle finger of your sewing hand. Tap the end of your finger on the table. A tailor’s thimble should extend to the end so only the fingertip shows. If it’s too loose, it will fall off; if it is too tight, it will be uncomfortable. It’s usually better to have a thimble that is too large than too small. If the thimble is too large, insert a small band-aid inside or wrap your finger with a band-aid.
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Using a tailor’s thimble.





PINS


Good-quality pins are essential. Use the smallest size that will not bend or break when inserted into four fabric layers. Discard pins that are bent, blunt, or rusted.


Super fine pins —1/64" (0.5mm)—are a good choice for most fabrics, even densely woven materials. Use longer flower-head pins when sewing loosely woven fabrics or knits. Most flower-head pins have a larger diameter than super fine pins; they are not suitable for easily damaged fabrics.


Keep new pins in the original box to use when sewing lining fabrics, silks, satins, and other easily damaged fabrics. Keep pins you have used in a separate container.


THREADS


A good-quality mercerized cotton thread in a matching color is the best choice for all permanent handwork such as pad stitching, felling, and hemming, and for machine stitching. Many tailors prefer lightweight silk thread because it is more elastic than cotton. Silk thread is not readily available and it is more expensive.


Silk buttonhole twist is preferred for thread buttonholes. If an appropriate color is not available, use polyester topstitching thread; however, it will lack the sheen of a silk twist.


OTHER HAND-SEWING SUPPLIES


A needle threader has a small wire loop on the end to facilitate threading needles. It is also useful for pulling threads to the wrong side.


Beeswax is applied to threads to reduce curling and to smooth and strengthen them when hand sewing. It is also used to seal cut edges when making thread buttonholes. Press waxed thread between two layers of paper or scrap fabric so that the wax melts into the thread fibers.


An awl is a short pointed tool made of plastic or bone. It is used to make holes without cutting the fabric, straighten corners, shape the eye of keyhole buttonholes, remove basting threads, and open small darts when pressing. A knitting needle can be used instead of an awl.


A small crochet hook is useful when pulling threads to one side and removing basting threads.


Point turners are made of bamboo or plastic. They have a pointed end that will hold seam allowances flat when turning a corner. It is useful to have one when straightening corners and pressing seams in tight corners.


Use large washers from a hardware store as weights for holding pattern pieces in place for cutting. Buy smooth washers with no rough spots.


A separator is a lightweight piece of cardboard with a point at one end. It is designed to separate two fabric layers so you can sew into the upper layer easily without sewing into the lower one. A useful size is 1" (2.5cm) by 8" (20cm), but a separator can be any width and length.
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Additional tools and sewing supplies.





NOTIONS


Cotton or linen tape is ¼" (6mm) to ⅜" (1cm) wide. It is used to outline the edges of the jacket front, stabilize the crease line, and reinforce kimono sleeves. Plain-weave tapes are not as heavy as twill weaves and they are easier to shape. Always preshrink tape before using it.


Buttons, snaps, hooks and eyes, and zippers are used most often to fasten the jacket.


Additional notions (haberdashery in the United Kingdom) include tape, threads, sewing machine needles, weights, and shoulder pads.



PRESSING EQUIPMENT


Pressing tools are divided into two groups: tools and supplies needed in a tailoring workroom or classroom, and personal supplies for your project.


Tailoring workroom tools


Begin with good-quality basics—a pressing table or ironing board, iron, several press cloths, a sponge and small bowl, tailor’s ham, clapper, point presser, spray bottle, and bar of hard-milled soap.


IRON


A good-quality iron with a thermostatic control is essential. Choose an iron that weighs 4 to 5 pounds (about 2 kilograms). Gravity feed and pressurized steam irons provide more steam than domestic irons and are very useful for straightening fabrics as well as for shrinking and stretching. They are designed to be used by professionals and are not as portable as domestic irons, but are more durable. They are less likely to drip and may not have an automatic shutoff. Select an iron with a heat shield under the handle to protect the hand from the steam.


A gravity feed iron is packaged with a large water reservoir, silicone tubing to connect the reservoir and iron, a silicone iron rest or pad, and resin to filter the water; some have an iron shoe. The water reservoir is filled with cold tap water and suspended above the pressing table—either hung from a wall bracket or the ceiling, or on a portable stand. The water feeds from the reservoir into the steam chamber of the iron to be heated. The steam is not released immediately when the steam activation switch is pressed, because the water is not stored in the iron.


A pressurized steam iron has a mini boiler that produces dry pressurized steam. Cold tap water is used to fill the boiler, which then heats it before it is fed into the iron. The steam is released immediately when the steam activation switch is pressed; some have an automatic shut off when the water level is low. Pressurized irons are produced for both domestic and professional use, but the latter have a larger boiler. They will generally last longer and provide better results.


A tailor’s goose is a dry iron, weighing 11 to 15 pounds (5 to 7 kilograms). The curved handle on early irons resembled the necks on two geese, hence the name. Dry irons rely more on weight to press, so they are used when steam is not necessary or desirable; they can also be used with a damp sponge or press cloth (see here).


A hobby iron is a small dry iron with a temperature regulator that is useful when pressing in small areas.
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Basic pressing tools. From top: clapper, tailor’s sleeve separator, gravity feed iron, pressing stand, point presser, sponge, soaps, tailor’s ham.





PRESSING TOOLS


A pressing stand or ironing board is essential. A pressing stand is a well-padded wooden stand, about 36" (90cm) long. It is sometimes called a donkey or a duplex board and is designed to set on the table when used. The advantages of a stand over an ironing board are that the stand will not wobble or tip over and the table will support the sections of the garment that are not being pressed. The disadvantage is that a stand is more difficult to store.


To make a cover for a pressing stand, trace the top of the stand and add 3" (7.5cm) to all edges. Cut this shape from the cover fabric and serge or zigzag all edges. Beginning at the large end, fold the edges under by 1" (2.5cm) and stitch to make a ¾" (2cm) wide casing. Leave 1" (2.5cm) open at the end to insert a length of ⅜" (1cm) elastic or tie. Cover the pressing stand with a piece of wool when pressing wool.


A clapper (also called a pounding block, beater, or spanker) is a shaped block about 3" (7.5cm) by 8" (20cm) by 2" (5cm) and made of sanded hardwood. The sides have grooves for convenient handling. It is used uncovered to absorb moisture, flatten seams without shine, and create creases. A short stair rail is an excellent substitute.


A point presser is another essential tool; it is made of sanded hardwood and about 1" (2.5cm) wide and 12" (30cm) long. Some point pressers are mounted on a heavy stand that can be used as a clapper. It is used when pressing corners, seams, and points on collars, lapels, pockets, and cuffs.


A combination clapper and point pressing tool is often less expensive than two separate tools. A point turner or wooden knitting needle can be used as a substitute for a point presser.


A tailor’s ham is crucial. A large oval cushion for pressing darts, shaped seams, sleeve caps, and eased sections, a ham is usually covered with wool on one side and cotton on the other; some are covered entirely with wool. Hams were once stuffed with rags or sawdust; newer hams are lighter and easier to handle.


A tailor’s sleeve separator is a small oblong tool for pressing seams open on sleeves. It is lightly padded and covered with wool. This substitute for a sleeve board is easy to make—see here.
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Optional pressing tools. From top: pressing mitt, hobby iron, sleeve board, shoulder stand, sleeve roll, tailor board, tailor’s brush, needle board, detachable iron shoe, seam stick.





OPTIONAL PRESSING TOOLS


A detachable iron shoe has a nonstick surface and fits the sole of an iron. It protects fabrics from shine and scorching and can be used on both sides of most fabrics without a press cloth. An iron shoe can extend the life of an iron with a damaged sole. Always test press before use to be sure the shoe does not scorch or shine the fabric.


A pressing table is a large rectangular table or board used to press uncut fabric and large garment sections. It is often used with a stand to support the fabric not being pressed. Pad the table with an old cotton or wool blanket or flat domette, then cover it with wool or muslin (calico).


A sleeve board is a small stand designed for pressing jacket sections that are too narrow to fit over the pressing stand. This useful stand is about 24" (61cm) long and 5" (12.5cm) wide at one end, tapering to 2" (5cm) to 3" (7.5cm) wide at the other. It is used for pressing seams open and for shaping the sleeve cap.


A shoulder stand is a padded wooden stand for pressing sleeve caps, seams, and eased sections.


A pressing mitt is a small pressing pad stuffed with cotton that fits over the hand or the end of the sleeve board. It is used for pressing difficult to reach and small sections such as sleeve hems, collars, pockets, and cuffs. It can be used as a clapper when only gentle spanking is needed. A new oven mitt or pot holder is a good substitute.


A seam roll is a firmly padded roll about 12" (30cm) long and 3" (7.5cm) in diameter and covered with wool or wool and cotton. It is used when pressing seams open to avoid imprints.


A seam stick is a smoothly finished half-round hardwood stick. It is used when pressing seams open to prevent pressing imprints. A second stick makes a handy clapper when pressing long seams. A wooden rolling pin or large wooden dowel can be cut in half to use as a substitute.


A Tailor® Board is a hardwood tool incorporating six different curves, used to press curved seams.


A tailor’s brush is a small hardwood brush, about 2" (5cm) by 4" (10cm), with a row of horsehair bristles on the outside and fine brass wires in the center. It is designed to remove lint and raise the nap. The bristles can be used as a mini pressing surface for nap fabrics, while the back of the brush can serve as a small clapper for flattening seams and edges.


A needle board is a bed of vertical steel needles on a canvas board. It is sometimes called a velvet board and is used for pressing velvet and pile fabrics. It can also be used for removing imprints caused by careless pressing. A needle board is very expensive, but will last a lifetime. A piece of hook tape or mohair velvet about 12" (30cm) long and 4" (10cm) wide is a useful substitute.


Wooden beads from craft stores are used to press open small curves on collars and edges.


Individual pressing supplies


These personal supplies are essential. Some are small and easily misplaced, while others can become soiled easily when handled carelessly.




TAILOR’S SLEEVE SEPARATOR


A tailor’s separator has a cardboard base, a layer of padding, and a wool cover. This handy pressing tool is easy to make and particularly useful when pressing sleeves.
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STEP 1 CUT THE COMPONENTS


• Trace the shape onto a piece of corrugated cardboard.


• Cut out the cardboard shape using old scissors or a cutting knife and mat.


• Cut a rectangle of firmly woven worsted, 12" (30cm) wide by 14" (35.5cm) long.


• Cut a piece of cotton flannel or batting (wadding) of the same size for padding.
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STEP 2 ASSEMBLE THE SEPARATOR


• Place the padding on top of the fabric and then add the cardboard shape on top, with one straight long edge of the cardboard down the center of the padding.


• Fold the padding and fabric over the cardboard to enclose it, and pin the edges together.


• Machine stitch around the cardboard twice to secure the pinned edges, beginning and ending at the fold.


• Trim away the excess fabric and padding.





PRESS CLOTHS


Dry and damp press cloths are vital for protecting the fabric from heat and moisture. You will want your own to be sure they are clean and available when needed. Use a white or light-colored press cloth for light-colored fabrics.


Cotton muslin (calico), linen, or drill press cloths are used for general pressing and when pressing with moisture. Wash cotton cloths at least five times before using to remove any sizing.


Wool is used for pressing wool on the right side. Wool creates static electricity, which causes the fibers to spring up instead of looking flat and lifeless. Use a large wool scrap to cover the pressing surface when pressing the garment wrong side up.


Silk cloths (satin-faced organza or two layers of silk organza) are used for pressing lining fabrics, silks, satins, and taffeta when a see-through cloth is needed.


Use wet synthetic chamois to create a lot of steam if a quality steam iron is not available.


OTHER PRESSING EQUIPMENT


A spray bottle produces a light spray of moisture when pressing wool or using a press cloth.


A small bowl (also called a sponge-pot or damp-pot) holds clean water for a dabber or sponge. Use a second bowl to hold the damp sponge.


A clean sponge or dauber is indispensable for applying a little water directly to a press cloth, or to fabrics that will not water spot, when additional moisture is needed for pressing seams, darts, and hems. A dauber is made of tightly rolled wool.


A cellulose or natural sponge is a good substitute for a dauber. It can hold a lot of water without dripping, it is easy to wash, and can be used on light-colored fabrics safely.


When pressing seams and setting creases, rub them first with a hard-milled bar of soap to get a sharper press. This a Savile Row secret, since tailor’s soap is no longer available.


Use spearmint water (Aqua menthae crispae), sometimes called pressing water, to set sharp creases, press difficult fabrics such as polyesters, microfibers, and synthetic suedes, or to remove difficult foldlines and old seam marks. Apply lightly with a spray bottle or sponge. Use diluted vinegar as a substitute. Always test spearmint water or vinegar before use to be sure it will not stain.


An old thin leather glove will help to protect your fingers from heat and steam when finger pressing.




PRESSING TOOLS CHECKLIST


Essential workroom tools


• Iron


• Pressing stand or ironing board


• Press cloths: drill, wool, muslin


• Point presser


• Clapper


• Tailor’s ham


• Bowl for water


• Sponge


• Spray bottle


Optional workroom tools


• Iron shoe


• Sleeve board


• Shoulder stand


• Pressing mitt


• Tailor’s sleeve separator


• Seam roll


• Seam stick


• Tailor® Board


• Wooden beads


• Sleeve board


• Seam roll


• Seam stick


• Shoulder stand


• Pressing mitt


• Brush


• Wooden knitting needles


• Needle board
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Yves Saint Laurent, Spring/Summer 2002









CHAPTER TWO


PLANNING THE JACKET


The first phase in couture tailoring is planning the jacket. Frequently, your jacket will begin with a commercial pattern or an original pattern you have created. It might be a very structured blazer, a softer tailored jacket, a special occasion evening jacket, or a cardigan design.


A variety of decisions need to be made based on the type of jacket you wish to create. What is the jacket’s planned use? Should it follow current fashion trends? What are the fabric characteristics and are they compatible with the pattern design? Do you have the necessary sewing skills and time available to make the jacket?


In couture, tailored jackets tend to begin with a pattern in a classic style. The most traditional styles (or basic pattern designs) are the one-piece front (or lounge) jacket and the panel front (or princess seam) jacket. There are, however, many variations on these two styles as well as a host of softer, more feminine styles.


While the style is determined to some extent by the cut of the pattern and the basic construction, which are closely related to each other, the shape and fit of the more classic couture jackets are very dependent on traditional tailoring techniques. Manipulating the fabric, stretching and shrinking, pad stitching, and the use of varied interfacings are all ways of building and preserving the shape of a tailored garment. By contrast, the patterns of dressmaker jackets often rely more on seams and darts to create any shaping.
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This Chanel jacket has a panel front and a shaped stand collar. The jacket is trimmed with self-fabric. The double buttonholes have a thread buttonhole on the outside and faux bound buttonholes on the lining. This traditional tailored jacket from Yves Saint Laurent has a one-piece front with a single button, thread buttonhole, and stand-away patch pocket. A Balenciaga jacket fabricated in a soft wool and mohair bouclé. It has an unusual arrangement of fabric buttonholes.






STYLES


One-piece front


The cut of the one-piece front is based on a man’s lounge or sack coat—perfect for business people because it is comfortable to wear and can be equipped with many pockets.


Frequently described as “man-tailored” or “hard-tailored,” the classic one-piece woman’s jacket employs similar construction elements to those used for menswear, but many style variations are possible. Jackets can be long or short, boxy or close fitting, single- or double-breasted. They can have notch collars, shawl collars, or no collar. Lapels can be wide or narrow. Sleeves can have gathers or pleats, vents or no vents, decorative or plain cuffs. Jackets can have a variety of pockets or no pockets. Shoulders can be heavily padded or unpadded. The general design for the one-piece front does not change, but the design variations and fabrics for women’s jackets are much more diverse and considerably more interesting than for menswear.


Each of the traditional tailored jackets shown in this chapter was influenced by menswear, but there are a variety of differences that make them feminine: lower breakpoints, sleeve caps with darts or tucks, double cuffs, decorative sleeve vents, unusual button/buttonhole arrangements, double collars, unusual pockets, interesting trims, fabric patterns, beading, and lace trims.
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Fabricated in wool gabardine, this Yves Saint Laurent jacket fastens with a single button and thread buttonhole. All the edges are topstitched. This private label jacket from Holt Renfrew (Toronto) is fabricated with linen inserts and overlays. It is fastened with cord buttons and fabric buttonholes. A traditional double-breasted jacket from Christian Dior with three patch pockets and a self-fabric trim with dark brown piping. The buttonholes are thread.





The one-piece front has a side panel or side body instead of a side seam. There are two seams—one toward the front and the other toward the back— which border the separate underarm section in between. Much of the shaping can be moved into the side panel seams from the back waist dart and sometimes the front dart.


The front can be finished straight or with a curve at the hem. At the top, the front edge is usually widened an inch or more for the lapel. This is different from the man’s jacket, which instead of widening at the front on the top is generally made narrower. This one-piece style usually has shaping at the center back seam.
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Panel front


The panel front or princess seam style is based on the lines that were originally introduced to provide the foundation of the princess-line dresses popular in 19th-century France. Generally used for more feminine jackets, the panel front is a good choice for figures with a full bust since it is easier to fit at the shoulder, bust, and waist than the one-piece front. The panel front will have two or more panels that can begin anywhere on the shoulder, neckline, armscye or even on a yoke. These seams can be almost straight or shaped.
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The panel seam on this Chanel jacket begins 1¾" (4.5cm) from the neckline at the edge of the gold yarns. On this Lachasse (London) jacket, the panel seam begins on the armscye, 1" (2.5cm) below the shoulder seam. This Pierre Cardin jacket has two seams, beginning at the neckline.





The most classic panel pattern has a seam in the middle of the shoulder, following the lines of a shoulder dart; this can be moved toward the neck edge for a straighter seam, which is considered more slimming.


In dressmaking, the front and back seams match at the shoulders. This is not as important in tailoring—partly because the tailored back is easier to ease—but the distance between the two seams should be no more than ⅜" (1cm). Many jackets have a plain back without panels.


Two popular variations on the classic panel front are to increase the number of panels, and to begin the side panel on the armscye instead of the shoulder. The seam line on this latter style can be curved or angled and it can begin anywhere on the armscye above the single notch. The lower part of the seam can also curve or be angled toward the side to form a hip pocket.


One of the disadvantages of the panel seam when the fabric is a check, plaid, or horizontal stripe is that the fabric pattern cannot be matched above the bust. This problem can be resolved by modifying the pattern and manipulating the fabric so the seams match from top to bottom (see here). When this is done, the jacket will look shapeless and bulky until it is put on the figure.
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Dressmaker styles


Many couture jackets employ more feminine dressmaker styles. Graceful and softer than traditional tailored jackets, these dressmaker styles are often part of an ensemble. They showcase a multiplicity of different elements, such as interesting seaming, panel seams, cropped lengths, bolero designs, a diversity of collars and necklines, atypical shawl collars, kimono sleeves, panel or unusual backs, cardigan and unlined styles, unusual pockets, unusual plackets, denim or unusual fabrics, and interesting and attractive fasteners, trims, and embellishments.


Kimono and raglan styles


Jacket designs with kimono and raglan sleeves are cut with the sleeve as part of the front and/or back. Less common than traditional tailored jackets with separate set-in sleeves, they are just as interesting and diverse. Designed with simple seaming or intricate shaping, with or without collars, on single- or double-breasted styles, they can be created in almost any fabric, from plain wools to elegant silks and bright plaids.


Historically, the kimono is the oldest pattern shape—a simple T-shape with straight shoulders and little, if any, fit. More recently, kimono jackets have incorporated a variety of gusset shapes, ranging from small triangles to underarm panels, intricately shaped fronts, and even entire sleeves cut in one with the back or front.


The raglan sleeve incorporates a part of the bodice or jacket shoulder. It can be a simple, almost straight, line or a decorative curve. The classic raglan sleeve begins about halfway up the front and back armscye and crosses the jacket on an angle to the neckline. More stylized versions follow the lines of the armscye more closely before forming a strap or yoke on the shoulder. The yoke can be wide or narrow and can assume a variety of shapes. Raglan sleeves can be cut in one piece with a dart to shape the shoulder, or in two pieces with a seam at the shoulder.
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Fabricated in a traditional wool with a notch collar, bound buttonholes, and covered buttons, this cropped jacket from Balenciaga has small triangular gussets at the underarm.
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Designed by Sybil Connolly, this intricately seamed kimono jacket uses a side panel with an unusual design to facilitate movement. Connolly was known for using fabrics from her native Ireland.
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Attributed to Emanuel Ungaro, this jacket was originally paired with a stunning dress. It has a large triangular gusset and an underarm panel. The front edges are finished with an extended facing, with no seams at the edges.
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This evening jacket from Fortuny showcases a stenciled cotton fabric. The one-piece raglan sleeves have a dart on the shoulder.
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Fabricated in silk shantung, this draped design from Emanuel Ungaro has a notch collar and a wide shaped yoke.
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Fabricated in a bright, bold plaid, this bias-cut jacket from Nina Ricci has large raglan sleeves, beautifully matched at the seams.






THE FABRIC


The most important reason for selecting any fabric is its appropriateness for the jacket style. Its appropriateness may be based on the fabric’s appearance (including its color and weave), or factors such as weight, durability, “hand,” or a combination of all these properties. The fabric can be wool, silk or cotton suiting, linen, velvet, satin, multi-fiber novelty material, or any of the many other beautiful fabrics available today.


The primary focus in this book is on a structured tailored jacket fabricated in wool, because this design employs the greatest number of techniques and because wool is both the most malleable fiber and the easiest fabric to tailor. A variety of alternative fabrics, designs, and techniques are also explored.


A good place to begin is to purchase the best fabric you can afford; quality fabrics are often easier to sew and press than cheaper fabrics. The appearance of the fabric and appropriateness for the design are the primary reasons most fabrics are selected. Generally, for women’s designs, the aesthetics of the fabric are more important than its durability and sometimes its comfort; by contrast, durability, comfort, and aesthetics are equally important for menswear.


Wool


If this is your first experience with couture tailoring, wool fabrics are recommended because they provide the most learning opportunities. Wool is the classic fabric for tailoring and the easiest fabric to sew successfully when developing tailoring skills. Its malleability allows you to shrink it, stretch it, and mold it into a shape that the fabric will maintain for the life of the garment.


Wool is also the most versatile fiber, being available in a wide range of weights, textures, qualities, weaves, and sometimes knits. Fabrics can be fleecy, smooth, soft, crisp, thick, thin, strong, spongy, firm, or napped. They are comfortable to wear in all climates and can be dyed at any stage: as fiber, yarn, or fabric.


Wool is a natural protein fiber sourced from sheep, or occasionally other animals such as goats, in the case of cashmere and mohair. There are several hundred breeds of sheep that produce wool fibers. The sheep are sheared in the early spring and the shorn wool or fleece is sorted according to the section of the sheep it comes from, and the length, fineness, color, and quality. Next the wool is scoured in a warm, soapy solution to remove any vegetable matter and natural oils. Then the fibers are processed in a series of combing steps called carding.


Carding produces a fine web of random fibers with a fuzzy surface that are then spun into the yarn. The carding process for worsted yarns produces long parallel fibers and removes fibers that are too short. Since the fibers have no twist after carding, they are spun into single-ply yarns, then twisted with other single-ply yarns to make yarns with two or more plys.


Wool fibers—long and short—are unique. All have overlapping scales on the outer layer and spindle-shaped shells inside. It is this structure that makes wool more malleable than any other fiber; the outer scales slide back and forth to provide elasticity while the sliding of the inner cells allows the fibers to bend repeatedly without breaking. When you compare wool to other fibers under the microscope, it is obvious why it is easy to mold and shape.
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Fabricated in a wool and mohair unbalanced plaid, this double-breasted Philippe Venet jacket was worn with a dark green suede skirt. A Mainbocher jacket featuring a shawl collar with an applied trim at the edge. The flaps are decorative and there are no pockets.






WOOLENS AND WORSTEDS


Wool fabrics fall into two categories: woolens and worsteds. Both are good choices for a tailored jacket but woolens are easier to tailor than worsteds.


Woolen yarns are composed of short fibers that are spun into yarns with a low to medium twist. They are used to weave tweeds, bouclés, some flannels, novelty woolens, and fabrics with soft or fuzzy textures. Woolens are well suited to casual jackets and more structured designs. They will wear well even though they may pill, mat, and soil. They are more flexible, and easier to shape and sew than worsteds. The easiest woolens to tailor are firmly woven, medium-weight fabrics that do not have a nap, one-way pattern, or design to be matched. Tweeds, flannels, and novelty wools are perfect for many jacket designs.


Worsted yarns are composed of long fibers with a medium to high twist. The smooth yarns are used to make hard-textured fabrics with prominent weaves such as gabardine, whipcord, serge, twill, ribs, and wool satin. These rarely sag or bag and are the first choice for men’s suits, but they do shine easily. Worsteds are more difficult to ease and mold than woolens, but they wrinkle less, press well, and hold creases better. Although more challenging, worsted fabrics such as gabardine, wool satin, and ribbed materials are good choices for dressy jackets and designs that showcase the jacket’s seaming.


Worsteds are frequently more expensive than woolens. However, a good-quality woolen is a better choice than a cheap worsted. Low-cost fabrics, washable or bonded wools, and many wool blends can be frustrating to tailor.
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WOOL BLENDS


Woolens and worsteds are often blended with silk, cotton, nylon, polyester, novelty, and stretch fibers such as spandex (elastane). Sometimes wools are blended with other fibers simply to reduce the cost.


The best wool blends have a high percentage of wool, although the other fibers will present certain qualities. Blends with spandex add stretch as well as good resilience and abrasion resistance. Polyester blends wrinkle less and also have better abrasion resistance. Nylon blends are often lighter in weight and feel like 100 percent wool, with good resilience, shape retention, and wrinkle recovery. Novelty fabrics and worsteds that have a high percentage of wool and are blended with silk are aesthetically interesting. However, wool blends are more difficult to shape than 100 percent wool.
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Fabricated in wool flannel, this couture jacket from Hattie Carnegie has a novelty shawl collar and front placket. This Yves Saint Laurent jacket in a small houndstooth wool fastens with a decorative pin. Inspired by military uniforms, this Yves Saint Laurent jacket is woven in an ottoman weave. The revers are placed so that the horizontal rows are parallel to the edges.






Other fabrics


Most other fabrics, such as silk, cotton, linen, seersucker, velvet, satin, denim, unusual special-occasion fabrics, multi-fiber novelty materials, and luxury animal fibers, can be tailored successfully, even though they lack the unique structure of wool that makes it so easy to shape, stitch, and press.


Silk is a natural filament fiber produced by silkworms. The fibers are long, smooth, and strong, with a natural luster. Better-quality silks are more expensive and resistant to wrinkles than cheaper silks. Squeeze the fabric in your hand. Generally, the fewer the wrinkles, the better the quality. Most silks are suitable for tailored jackets, but, again, silks are not as malleable as wool and cannot be shaped and molded in the same way. Silk suitings made of rough, coarse yarns and matka silk are the easiest to tailor.


Cotton and linen are natural cellulose fibers. Medium-weight cotton and linen fabrics are appropriate for jacket designs; they absorb moisture and are comfortable to wear, although they are difficult to tailor since they cannot be eased and molded. Although they have little elasticity, a few fabrics like corduroy, velveteen, and velvet are wrinkle resistant with a nice drape.


When tailoring difficult fabrics, you can adapt the techniques or modify the design to reduce the challenges. Modifications might include a different collar or closure, or eliminating the sleeve vents or pockets.
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Custom-made fabrics


Most jackets are fabricated in purchased fabrics; however, some do use custom-made fabrics. It is easy to identify custom-made fabrics that have been woven with ribbon strips or fabric strips, embellished with three-dimensional materials, or incorporate stripes that have been cut apart and resewn. It is more difficult to recognize when the color bars have been rearranged. The fabric used for the plaid design below right has a seam at the center of each of the wide navy color bars.
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Fabricated in a metallic matelassé, this Christian Dior jacket is fastened with amber-colored buttons and thread buttonholes.
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This lightweight wool jacket by Irene features two curved pockets and a decorative button closure with fabric buttonholes.
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A Chanel jacket in an unbalanced plaid wool, trimmed with self-fabric. The darts, located at the edges of the navy stripes, are invisible.






Fabric weaves


There are three basic weaves: plain, twill, and satin. Fabrics with plain or twill weaves are used for most tailored jackets but a few designs use satin-weave fabrics. There are many variations of the three basic weaves, including ribbed, double-faced, napped, pile, and herringbone fabrics, jacquard and basket weaves, seersucker, corduroy, and velveteen.
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Plain weave is the simplest weave. It is woven with one set of warp threads and one set of weft threads. Each weft or filling yarn goes alternately over and under each warp yarn across the fabric width. The plain weave can be varied by changing the size, color, and texture of the yarns. It is used for ribbed fabrics, basket weaves, organdy, taffeta, muslin, some pile fabrics, and tweeds.
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Twill-weave fabrics have two or more warp or weft floats to create distinct diagonal lines. Twill weaves can be packed closer together; they are generally stronger, more tightly woven, and more resilient and drapable than plain weaves. There are many variations: the twills can run from left to right and vice versa, and the diagonal angles can range from 15 to 75 degrees. Twill weaves are used for gabardine, serge, denim, cavalry twill, houndstooth, and herringbone. Try to avoid fabrics with a dominant twill weave for a jacket with a notch collar.
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Satin-weave fabrics have warp floats that are not visible individually, creating a smooth, flat surface. Wool satin is tightly woven and resilient. The satin weave is used for charmeuse and satin and combined with other weaves to make brocade, damask, and jacquards.
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COUTURE HINT


Although many of these fabrics look the same on both sides, it is important to mark one side at the outset so all sections will be cut with the same side right side out.






Choosing and checking the fabric


For a successful design, your fabric selection is as important as skilled workmanship. Take the pattern with you to purchase the fabric. If it is an original design, take your sketch and your notes about the jacket details. If this is your first tailoring project, woolens with some surface nap, tweeds, novelty wools, and bouclés are easier to shape and more forgiving, making small construction imperfections less noticeable.


Begin by selecting several fabrics. Hold each fabric vertically and look at it in a mirror. Fabrics, trims, and buttons will look different when examined vertically than when they are flat. This is easier if you shop with a friend who can hold the fabrics for you.


Examine the fabric to evaluate whether it is appropriate for your silhouette. How does it drape? Is it too soft or too stiff? Is it too bulky or too thin? Is it an appropriate weight, too heavy, or too light? Do you like the texture? If the jacket is for you, is the color and/or other properties flattering? Will the fabric require special handling and construction techniques because of its pattern (say stripes or plaid), weave, or fiber content? Does it have a one-way pattern or weave?


Check the fabric to be sure it is on-grain. The end coming off the bolt should be cut or torn on the cross grain with the edges perpendicular to the fold and on top of each other. If the end is not on the cross grain, examine it carefully to be sure this is just a cutting error. If the bolt is large, the edges may be uneven and appear skewed. This is not a problem for most quality wools if the skewing occurred when the fabric was rolled onto the bolt instead of during the weaving process; the fabric can be straightened before you cut out the jacket. If the fabric appears to have been woven off-grain, it cannot be straightened and you should select another material. To check if a fabric is off-grain, unroll several yards. Rearrange the end so the torn edges are aligned. If there is a major ripple at the fold, it will be difficult to straighten the grain. Check the selvages to be sure they are straight, even, and closely woven.




FABRIC GRAIN
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Grain describes the direction of the yarns in a fabric, which determines the way it drapes or hangs.


• Straight grain describes the warp or lengthwise yarns, which are mounted on the loom from back to the front. They are stronger and more tightly woven than the weft yarns and run parallel to the selvages.


• Cross grain describes the weft or filling yarns, which are interlaced across the fabric width. The crosswise yarns can be more decorative and weaker than the warp yarns.


• On-grain fabrics are woven with the crosswise yarns perpendicular to the lengthwise yarns.


• Off-grain fabrics are skewed so the crosswise yarns are not perpendicular to the lengthwise yarns.


• Bias is any diagonal line on the fabric that does not sit on the lengthwise grain or cross grain.


• True bias is a diagonal line that intersects the warp at a 45-degree angle. Use an isosceles right-angled triangle to locate the true bias.





Scrape the fabric with your thumbnail. Closely woven fabrics will snag less and are more durable, but they may be more difficult to shape. If the yarns separate easily, the fabric may fray badly, and the jacket may not wear well. If the fabric is raveling on the end, it may fray badly and be difficult to sew.


Test for resiliency and wrinkling. Squeeze the fabric tightly in your hand, release it, and examine the wrinkle pattern. A good-quality wool will have few wrinkles when released. If it remains wrinkled, the garment will wrinkle when worn and it may not hold its shape. When comparing the resilience of two fabrics, untwist a thread from each. The yarn with more crimp will wrinkle less.


Before making your purchase, unroll the fabric for several yards. First, identify the right side. Wools are folded with the right sides together on the bolt; cottons and linens with the wrong sides together on the bolt or a tube. Printed fabrics are brighter on the right side and are rolled onto a tube with the wrong side out.




PURCHASING THE FABRIC


Before you shop, consider the jacket in detail.


• What is the silhouette?


• Is it a classic design or avant-garde?


• Is the structure soft, draped, structured?


• Is it fitted or loose?


• Will it have pockets? What kind? How many?


• What type of closure? Buttons, zipper, none?


• When will it be worn?


• Where will it be worn?


• Who will wear it?


• Consider any fabric suggestions on a commercial pattern.


• For an original design, consider fabric suggestions for similar designs.





Examine the fabric carefully to see if it is evenly dyed, faded at the fold, or soiled. Hold the fabric up to check for small holes, spots, dust streaks, or pulled threads. Check for slubs, irregularities, flaws, damages, fading, discoloration, or misprints. Look for small threads on the selvages; these are inserted by the fabric manufacturer to indicate small flaws. Examine the fabric carefully to determine if it has a nap, pattern to match, or a one-way pattern.
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Novelty cotton, wool paisley, handwoven cotton suiting.
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A gold brocade design from Bergdorf Goodman’s Custom Salon with an intricate yoke and panel seaming.
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An elegant Valentino fabricated in wool and richly embellished with beads.
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A classic cardigan jacket from Pierre Balmain fabricated in a novelty wool satin and trimmed with velvet.
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COUTURE HINT


Charles Frederick Worth always left the selvages on when cutting garments because they were an indication that the fabric was of high quality.





EASY FABRICS TO TAILOR


• All wool fabrics, especially firmly woven woolens


• Medium-weight fabrics


• Fabrics that do not ravel (fray) badly


• Medium- to dark-colored fabrics, which hide stitching imperfections


• Fabrics that do not require matching


• Simple weave designs that hold their shape


• Tweeds, flannels, bouclés, and novelty wools


DIFFICULT FABRICS TO TAILOR


• Loosely or tightly woven fabrics


• Smooth, hard-finished fabrics


• Thick, spongy, or heavily napped fabrics


• Fabrics with one-way patterns


• Fabrics that require matching


• Fabrics that fray or stretch


• Fabrics made of synthetic fibers


• Pile fabrics


• Bulky or heavy fabrics


• Lightweight or thin fabrics


• Light-colored materials


• Off-grain fabrics


• Cheap fabrics, washable or bonded wools





FABRIC NAP


Fabrics with a nap feel smooth when brushed in one direction and rough when brushed in the reverse direction. This is often a very subtle difference and may not be obvious at the outset.


To determine if a fabric has a nap, close your eyes and smooth the fabric with your hand on the lengthwise grain, then smooth it in the opposite direction to determine which is smoother. Or drape the fabric over your shoulders or a dress form and look at the ends in a mirror. The color on one end will appear slightly lighter if it has a nap.


Fabrics with a nap, one-way designs, wools, knits, and pile fabrics such as velvet, corduroy, and velveteen must be cut with the tops of all pattern pieces placed in the same direction. This is called a “with nap” layout and requires more fabric. The scales on wool fibers produce slight differences when sections are cut in different directions. This may not be noticeable until the jacket is assembled.


Fabrics such as cashmere, camel’s hair, fleece, and wool flannel are cut with the nap running down. Corduroy, velvet, and velveteen have a pile and are cut with the nap running down for durability, and up for deeper, richer color.





DECIDING HOW MUCH FABRIC IS NEEDED


How much fabric you will need is determined by several factors: fabric width, individual pattern pieces, design changes or additions, seam allowance widths, fitting alterations, fabric design or pattern, cutting layout, sample making, and couture construction techniques. The minimum fabric requirement will be the amount recommended on the commercial pattern plus half a yard (meter). Bear in mind that the pattern pieces may need to be placed in the same direction for a “with nap” layout. This will apply to all fabrics that have a nap, pile weave, or a one-way design, and to wool and knit fabrics.


Additional fabric will be needed if there is a pattern to be matched and when the sections are cut on the bias or used in an unusual design. Measure the length of a repeat and multiply that measurement by the number of major pattern pieces—front, back, side, upper sleeve, and undersleeve. Add at least 1 yard (meter) more. It is always better to have fabric left over than not have enough.



Lining fabrics


Most tailored jackets are lined. The lining conceals the inner structure and protects the seams, prolonging the life of the garment. It also makes the jacket more comfortable, easier to put on, and reduces clinging, wrinkling, and stretching.


Couture jackets are generally lined with silk. By contrast, bespoke jackets, especially for men, are generally lined with high-quality rayons and rayon blends such as modal, Bemberg, or cupro, because they are more durable.


Silk linings breathe, absorb moisture, and are comfortable to wear. The best choices are firmly woven, slippery, and slightly lighter in weight and softer than the shell fabric. A lining should be colorfast, static free, and wrinkle resistant; it should not be too stiff or too heavy or change the drape of the jacket. Silk is not as durable as rayon, acetate, or cupro, but it is more luxurious and aesthetically pleasing.


Lining favorites include charmeuse, China silk, lightweight crepes and taffeta, crepe-back satin, twill and leno weaves, and silk-blouse fabrics. Twill weaves and silk with spandex may wear better than plain and satin weaves, but they are heavier and may affect the jacket sizing.
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China silk, silk crepe, silk charmeuse, silk jacquard.





Fur, quilted materials, wool crepe, and wool jersey are sometimes used for design and/or warmth, but they add bulk. When using these materials, adjust the jacket’s sizing to accommodate the bulk and use a lighter lining fabric in the sleeves.


Firmly woven linings wear better, fray less, and are easier to sew. To determine if a lining is firmly woven or if the threads separate, scrape the surface with your thumbnail.


In most cases it makes sense to choose a color that matches or complements the fashion fabric so the lining is inconspicuous, but a lining’s color can also be a design feature or be chosen to match a blouse. When possible, avoid whites and light colors, which soil and stain easily and require more frequent cleaning.
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This jacket from Arnold Scaasi’s eye-catching ensemble is lined with silk cloque.





SUPPORT MATERIALS


The support materials and understructure used to make a tailored jacket are particularly important. Tailors call these materials findings or trimmings. They include interfacings, backings, wigan, silk organza, organdy, batiste and lawn, domette, cotton batting, melton, horsehair braid, and tape.


Interfacings and backings support or create the silhouette for the jacket, enhance the fabric, add body, and control stretch and stress. The primary differences between interfacings and backings are the weight, purpose, and application.


When purchasing support materials, buy the best quality possible. They will be easier to shape and will also provide better results than cheaper materials.
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COUTURE HINT


A fabric protector will reduce soiling and drycleaning bills.






Interfacings


Interfacings—usually referred to as canvas in couture, or interlinings in ready-to-wear—provide the structure for the tailored jacket. They can be limited to partial front and hem interfacings, or the entire jacket can be interfaced except for portions of the sleeves.


Interfacing materials are available in fusible and non-fusible materials. Frequently called sew-in or loose interfacings, or floating canvas, non-fusible materials are used in haute couture and bespoke tailoring. They are malleable, support the design, reduce wrinkling, and preserve the structure. The interfacings used most often are hair canvas and wigan, but self-fabric is a good choice for linen fabrics, and collar linen is well suited to crisp collars.


Fusible interfacings are used extensively in ready-to-wear. They change the character and drape of the fabric, add stiffness, and cannot be shaped. In couture, small pieces of fusible interfacing are sometimes used for reinforcement, pockets, and flaps. A combination of fusible and sew-in interfacings is frequently used in demi-couture.
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Hair cloth, hair canvas, linen, organza, collar linen.





Hair canvas is preferred by most tailors for the interfacing of wool jackets—it is sometimes called hymo or hairvas; the best-quality examples include wool and hair from goats, sheep, and horses. Hair canvas is available in a variety of weights, fiber contents, and qualities. It can be woven with cotton, viscose, or linen yarns, but a high percentage of wool and hair with little, if any, polyester or nylon is preferable.


The weaker hair fibers are easy to identify in interfacings because they are darker than the wool and are woven in the weft or cross grain.


Hair cloth is a stiff interfacing material woven with horsehair in the weft. It is easy to identify since the hairs extend at the edges. It is often used for the chest piece in menswear but it is rarely used in women’s jackets.


Wigan is a plain-weave cotton material. Bias-cut wigan, which is available in several narrow widths, from 2" (5cm) to 6" (15cm), is used for interfacing jacket hems and sleeve cuffs. Silk organza, cotton lawn, or batiste can be used as a substitute.


Self-fabric and linen in a natural color is sometimes used as interfacing for a softer drape when lightweight hair canvas is not available. It comes in a variety of qualities and weights.


Collar linen is sometimes called canvas or French canvas; it is easy to shape and establishes a crisper collar than hair canvas. It is used more often in menswear, while hair canvas is generally used in women’s jackets. It is sometimes sold in narrow bias strips.



Backings


Backings are sometimes called underlinings or mountings, and most are applied to the individual jacket sections before the jacket is assembled. They are generally used to add support and body. They also conceal construction details from the outside of the jacket, add opaqueness, reduce wrinkling, and support the garment shape.


Choose backing materials that do not add bulk and are not heavier than the jacket fabric. The fabrics used most often for jacket backings are silk organza, satin-faced organza, organdy, batiste, lawn, and voile.


Bias-cut hair canvas is used as a backing in the jacket body of many Yves Saint Laurent jackets. To retain its soft, tactile quality, the middle of the sleeve has no backing.


Silk organza is used for backings, reinforcements, and stays. It is crisp, lightweight, and firmly woven. Satin-faced organza is crisper and slightly heavier; it is well suited to sleeve boosters. Both regular organza and satin-faced organza are useful as press cloths.


Organdy is made of a plain-weave cotton and is crisper than silk organza. It is lightweight, firmly woven, and is used in soft tailoring as a backing. Avoid organdies that have been heavily sized or starched.


Batiste, lawn, and voile are plain-weave cotton fabrics. Choose better-quality cottons that are woven with fine threads and are lighter in weight.


Other support materials


Domette can be a knitted fluffy material or a soft, flannel-like fabric. The knitted domette is sometimes called Eskimo, ice wool, or lamb’s wool and is used for sleeve headers, sleeve cap interfacings, interlinings for added warmth, and covers for the chest piece to prevent a prickly interfacing working through the lining. The flannel-like flat domette is used more often in men’s tailoring to cover the chest piece or fill in hollows. Traditionally made of wool, the best domette is now made with a high percentage of wool, but is more difficult to find—today it is frequently made of acrylic yarns.


Melton is a felted wool that does not fray at the cut edges. It is used for the undercollar instead of self-fabric in men’s tailoring. Balenciaga used melton undercollars in many women’s suits.


Cotton wadding or batting is used to make shoulder pads and sleeve headers. To avoid a hard edge when used, feather the edges by pulling away part of the wadding with your fingers. Wadding is thinner than cotton batting, which can be used as a substitute.


Horsehair braid is a flat, stiff nylon or polyester braid used to define hems and sometimes to interface the front edges.


Silesia and cotton twill materials are frequently used for linings and pockets on men’s jackets.
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Batting, ice wool, flat domette, horsehair braid, wigan.







OEBPS/images/common.png





OEBPS/images/f0002-01.png





OEBPS/images/f0025-01.jpg





OEBPS/images/f0050-01.jpg





OEBPS/images/f0029-01.jpg





OEBPS/images/f0044-01.jpg





OEBPS/images/f0044-02.jpg





OEBPS/images/f0021-01.jpg
mee

Yo St Lot 9705






OEBPS/images/f0044-03.jpg





OEBPS/images/f0006-01.jpg





OEBPS/images/f0044-04.jpg





OEBPS/images/f0041-06.jpg





OEBPS/images/f0039-03.jpg





OEBPS/images/f0041-05.jpg





OEBPS/images/f0041-04.jpg






OEBPS/images/f0012-01.jpg
, @n*%\\
‘| |

!

el






OEBPS/images/f0041-03.jpg






OEBPS/images/f0041-02.jpg






OEBPS/images/f0016-01.jpg
wrwnl






OEBPS/images/f0035-02.png
\

]





OEBPS/images/f0041-01.jpg






OEBPS/images/f0009-01.png
Thread tracing
in pink

I

Stitched line in black

Basting in purple






OEBPS/images/f0035-01.png






OEBPS/images/f0039-01.png






OEBPS/images/f0039-02.png
Woman's jacket front pattern  Man's jacket front pattern








OEBPS/images/f0031-01.jpg





OEBPS/images/f0026-01.png





OEBPS/xhtml/nav.xhtml




Contents





		Title



		Copyright



		Contents



		Introduction



		Illustrated Survey: Man-tailored Designs



		Feminine Designs



		Part One: Tailoring Basics: Equipment, Fabrics, and Essential Skills



		Chapter One: Preparation



		Professional Equipment



		Pressing Equipment









		Chapter Two: Planning the Jacket



		Styles



		The Fabric



		Support Materials









		Chapter Three: Essential Skills



		Getting Started



		Hand Stitches



		Seams



		Darts



		Hems



		Pressing









		Chapter Four: Design Details



		Button and Buttonhole Placement



		Buttonhole Types



		Thread Buttonholes



		Fabric Buttonholes



		Double Buttonholes



		Finishing the Facings



		Inseam Buttonholes



		Button Loops



		Tailored Pockets



		Flaps



		Applied Pockets



		Set-in Pockets



		Double-welt Pockets



		Inseam Pockets















		Part Two: Construction Guide to Tailoring a Couture Jacket



		Chapter Five: Developing a Work Plan



		The Construction Sequence



		The Pattern



		Cutting and Marking



		Matching Fabric Patterns



		The Inner Structure



		Shaping the Fabric



		Building the Foundation



		Basting in the Front Canvas



		Basting for Try-on



		First Fitting









		Chapter Six: The Jacket Front



		Correcting the Pattern



		Fixing the Bridle



		Pad Stitching



		Taping the Fronts



		Jacket Facings and Lapels



		Fitting the Facings



		Panel Front









		Chapter Seven: Jacket Backs and Lining



		Back Vent



		Jacket Lining



		Setting an Inside Pocket



		Close the Shoulder Seams









		Chapter Eight: Collars



		Terminology



		Fitting and Making the Collar



		Notch Collar



		Rolled Collar



		Shawl Collar



		Stand Collar









		Chapter Nine: Sleeves



		Criteria for a Well-fitted Sleeve



		Terminology



		Tailored Sleeve



		Hanging the Sleeve



		Shaping the Sleeve Cap



		Hems and Vents



		Lining the Sleeve



		Chanel Vent (Three-piece Sleeve Vent)



		Finishing the Sleeve Lining at Vents



		Shaping the Armscye



		Setting the Sleeve



		Sleeve Heads and Boosters



		Felling the Lining



		Kimono Sleeves



		Raglan Sleeves









		Chapter Ten: Finishing the Jacket



		Perspiration Shields



		Sewing the Label



		Shoulder Pads



		Topstitching



		Belts



		The Final Press



		Buttons



		Button Links



		Other Fasteners



		Weights









		Chapter Eleven: Toiles



		Assembling the Toile



		Fitting the Toile



		Altering the Toile



		Making a Paper Pattern















		Glossary



		Index



		Picture Credits/Acknowledgments











Guide





		Cover



		Contents



		Start















		1



		2



		3



		4



		5



		6



		7



		8



		9



		10



		11



		12



		13



		14



		15



		16



		17



		18



		19



		20



		21



		22



		23



		24



		25



		26



		27



		28



		29



		30



		31



		32



		33



		34



		35



		36



		37



		38



		39



		40



		41



		42



		43



		44



		45



		46



		47



		48



		49



		50



		51



		52



		53



		54



		55



		56



		57



		58



		59



		60



		61



		62



		63



		64



		65



		66



		67



		68



		69



		70



		71



		72



		73



		74



		75



		76



		77



		78



		79



		80



		81



		82



		83



		84



		85



		86



		87



		88



		89



		90



		91



		92



		93



		94



		95



		96



		97



		98



		99



		100



		101



		102



		103



		104



		105



		106



		107



		108



		109



		110



		111



		112



		113



		114



		115



		116



		117



		118



		119



		120



		121



		122



		123



		124



		125



		126



		127



		128



		129



		130



		131



		132



		133



		134



		135



		136



		137



		138



		139



		140



		141



		142



		143



		144



		145



		146



		147



		148



		149



		150



		151



		152



		153



		154



		155



		156



		157



		158



		159



		160



		161



		162



		163



		164



		165



		166



		167



		168



		169



		170



		171



		172



		173



		174



		175



		176



		177



		178



		179



		180



		181



		182



		183



		184



		185



		186



		187



		188



		189



		190



		191



		192



		193



		194



		195



		196



		197



		198



		199



		200



		201



		202



		203



		204



		205



		206



		207



		208



		209



		210



		211



		212



		213



		214



		215



		216



		217



		218



		219



		220



		221



		222



		223



		224



		225



		226



		227



		228



		229



		230



		231



		232



		233



		234



		235



		236



		237



		238



		239



		240



		241



		242



		243



		244



		245



		246



		247



		248



		249



		250



		251



		252



		253



		254



		255



		256



		257



		258



		259



		260



		261



		262



		263



		264



		265



		266



		267



		268



		269



		270



		271



		272



		273



		274



		275



		276



		277



		278



		279



		280



		281



		282



		283



		284



		285



		286



		287



		288



		289



		290



		291



		292



		293



		294



		295



		296



		297



		298



		299



		300



		301



		302



		303



		304



		305



		306



		307



		308



		309



		310



		311



		312



		313



		314



		315



		316



		317



		318



		319



		320



		321



		322



		323



		324



		325



		326



		327



		328



		329



		330



		331



		332



		333



		334



		335



		336



		337



		338



		339



		340



		341



		342



		343



		344



		345



		346



		347



		348



		349



		350



		351



		352











OEBPS/images/f0047-02.jpg





OEBPS/images/f0047-03.jpg





OEBPS/images/f0047-01.jpg





OEBPS/images/f0043-01.jpg





OEBPS/images/f0043-02.jpg





OEBPS/images/f0047-04.jpg





OEBPS/images/f0022-01.jpg





OEBPS/images/f0015-01.jpg
vvvvvvvvvvv

il

e





OEBPS/images/cover.jpg





OEBPS/images/f0042-01.jpg





OEBPS/images/f0036-01.jpg





OEBPS/images/f0019-01.jpg
4

I

M

@
Xy






OEBPS/images/f0032-01.jpg





OEBPS/images/f0011-01.jpg
om..

RN RRY i (RN

4.

HIMHH






OEBPS/images/f0027-01.png





OEBPS/images/f0046-01.png
oBenos

ueiB ybiens

Bias

5|
g
S






OEBPS/images/f0014-01.jpg
ILLUSTRATED SURVEY: FEMININE DESIGNS

& <

i

[rwi

2on..

(LN

e





OEBPS/images/f0037-01.jpg





OEBPS/images/f0018-01.jpg
!

T

Inl

sSEERNSY
Fo-3 RXIILS 8

NSRS Sus hp
S
AT )






OEBPS/images/f0033-01.jpg





OEBPS/images/f0010-01.jpg
ILLUSTRATED SURVEY: MAN-TAILORED DESIGNS

£

1

KRNI

Hardy Amies 19605 Yves Saint Laurent 1970s Yves Saint Laurent 1970s

IR RN

e 4.

PGM..

T

Yves Saint Laurent 1970s Yves Saint Laurent 1990s Yves Saint Laurent 1980s

ILLL

v





OEBPS/images/f0049-01.jpg





OEBPS/images/f0051-01.jpg





OEBPS/images/f0024-01.jpg





OEBPS/images/f0028-01.jpg





OEBPS/images/f0045-01.png





OEBPS/images/f0049-02.jpg





OEBPS/images/f0007-01.jpg





OEBPS/images/f0020-01.jpg
T






OEBPS/images/f0045-03.png





OEBPS/images/f0045-02.png






OEBPS/images/f0040-01.png
Relocated princess





OEBPS/images/f0013-01.jpg
g






OEBPS/images/f0017-01.jpg





OEBPS/images/f0038-01.jpg
]

~cm





OEBPS/images/f0030-01.jpg
ADE I ENGLAND.

P Siae 4%






OEBPS/images/f0030-02.jpg





