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INTRODUCTION

This thesis reviews the overall process of fashion range development
for mass production. It draws on many aspects of my three years

of course work at Dublins National College of Art and Design, and
holiday and industrial release work; including Glen Abbey Childrens-
wear, Dublin. My three months at Glen Abbey gave me a very valuable
exposure to the real life aspects of developing up-market childrenswear
and in working for other clients.

This report extends some of the concepts used at Glen Abbey to look in
more general terms at the techniques and problems of range development
for mass production. Much of the research for this thesis was carried
out in Glen Abbey, but it also includes general observation on the industry
as a whole. It is structured as follows:

- the range development process - how it all [its together
_  market factors - developing an accurate customer profile

-  the design stage - meeting éustofner needs at acceptable cost
- sampling - the interface of design and production

- range development - an iterative process involving
design/sampling/the customer.

Computer aided design - its implications for range development,
production and control.

Range development is a fascinating and frustrating process that
calls for many skills and great team work between marketing,
design, pattern cutters, sample machinists and production.
Without this teamwork, the range could not be created.




2.0

THE RANGE DEVELOPMENT PROCESS

The basic process of:

Market
Research

Design Range Production

Selection

_9

is common to all companies involved in garment mass production.

Three common approaches to the design/manufacturing process are:

l. The branded manufacturer ; who designs, selects and
manufactures under his own label for wholesale or
retail distribution.

9 The CMT Manufacturer whose product is designed, selected
and marketed by the client .

3. The company that designs and manufactures for a client who
then selects and markets these products.

Tllustrates the overall range development process at a
typical company in the third category.




EXAMPLE OF RANGE DEVELQPMENT

The model shows the approach used in range development, and was
compiled using Glen Abbey as a typical example in this category.

i

L Market Research —p * Identifies target
market & its needs.

Client
Responsibility Ll}_r_i_g_f_lgevelpped - * Translates market L
research into a brief.
Sketches B * Brief redefined in content
of supplier/customer constraints
Fabrics —————‘[} * Available types
Feedback
from * Available blocks
customer AN AN
meetings [ Sample make-up * Machinist feedback outlining

make-up problems

Range Selection

| Meeting No. L — * Range construction
* presentation to management

* Garment presentation with
cost ''guesstimates"

Interim Meeting * Request for new prototypes
ND. 228 ¥ = Colour selection
AR Final Selection | AN~ Detailed pricing

I > {Meeting NeS8: = Urgent requests
[ F; ~ Final prototypes selected/

alaEon! Sarr;ple ' J Final Selectioni b,
[
b

colour and price fixed

L Meeting No. 4.

[Sales Sampleg——é = pProduction of Sales Samples

Salos Orders —]» * Sales orders received
* production forecasts.




MARKET FACTORS

3 FASHION MARKETS

The fashion industry has a hierarchical structure in terms of
<_3reativity and economics. Understanding this strucfure is an
important starting point in appreciating the constraints and
driving forces in range development. See Fig. 2

Taken from Wills G., Midgley D.

"Fashion Marketing'® Allen & Unwin London 1973.

| Haute
/k Couture High
I 3 price
| Pret a Porter
& ik
Middle Market <C £
/ rip & twist
1 ;
" Jow couture' | cheap trendy decreasing
\ price
o ;
non fashion \Vi
[z
Increasing creativity Fig. 2.

Each step in the hierarchy has its special characteristics.

HAUTE COUTURE

Traditionally this has been the creative force in the industry, but is now

disappearing or becoming strictly a flagship to enable the designer
franchise his name to a Pret-4-Porter line or to a range of branded
biles e.g. Yves St. Laurent.

products from perfumes to automo : .

In Haute Couture there is no constraint on style, fabrics, accessories

or cost. Houses such as Chanel, Givenchy, Lanvin, St. Laurent,
limited clientele

produce select collections of masterpieces for a ver.y
who can pay £6,000 for a suit or more often for a toile for someone

further down the hierarchy to copy.




YVES SAINT LAURENT.

HAUTE COUTURE.

SEE 3.1.




N
PRET-A-PORTER

With a disappearing haute couture clientele the big designers concentrate

their energies on top-of-the-line ready to wear *1 Marcia Berss writing
about the Paris Pret-da-Porter show, describes how many sectors of the

industry buy ideas, garments or designer names from this source.

""Sears Roebuck looks for trends to copy,
Butterick patterns wants Paris designs for Duluth

housewives"'

"Emanuel Ungaro books $ 7 million of orders
which he wiil make up by CMT"

"Yves Saint Laurent uses it as a publicity engine to
drive his huge Licencing business; the S1 billion in

goods that carry his mark"

other creative names at this end of the market include Karl Lagerfeld,

Ungaro, Gianni Versace, Giorgio Armani, Jean Muir, Jasper Conran, etc.
3

The cost structure at this end of the market is shown in Fig. 3. The diagram
breaks down the cost of European quality fashions in a U.S. Store.

* 1 Berss Marcia ''Paris when it sizzles' Forbes April 23, 1984.




"THE COST OF COUTURE"

"A designer wool coat will more than triple in price between th

-~ ~ e
ruflway a:d sales floor. I?emgner royalties average 7% of manufacturer
price, $ 07-, cu.stoms duties add another 30%. The store's share of ti 4
$ 1,345 retail price is 59%". ''Couture' Doubleday & Co. London 197216

Retail Price: 31, 345
Landing Costs: %150

Manufacturers Price: $ 407

designers Royalty $ 28

abric & Labour: $272 Custyms Duties: $ 122

Overhead taxes Packaking & misc: $ 28

Retailer's markup : $ 788
Freight, advertising
sales costs, profit etc.

THE MIDDLE MARKET:

This market is split into:

- classics

— rip and twist
nelassics'' are characterised by a slightly older image : branded, traditional,
quality merchandise; often sold as co-ordinates.

Names include: Jaeger, Aquascutum, Burberry, Ralph Lauren, Daniel Hechter,

Liberty. Prices are medium to expensive, appealing to an affluent market.
Some are vertically integrated from material to retail. Others subcontract
some or all of the design - manufacturing process. "Rip and Twist' are
copiests. They buy toiles or plagiarize, adapt, modify or use trend books.
Thej;usell to department stores and independent retailers in the medium price

range.




RENE GRUAU (1981) SHORT DRAPED TAFFETA
DRESS FROM YVES ST. LAURENT.

AN EXAMPLE OF HAUTE COUTURE, SEE SECTION 3.
'"HAUTE-COUTURE' AND '"PRET-A-PORTER'.




"LOW COUTURE"

Again there are two sections

- trendy
- non-fashion

"Trendy' aims at a younger market:
characterised by lower prices, a fast response to street trends.

Cost is critical. Many "nc name’' designers work in this volatile and
demanding sector. ''Copper Knob', "Jump', "French Connection' and
others sell to boutiques and chains such as "Top Shop', etc. The
product life cycle is usually very short, stocks can become obsolete
overnight.

"Non-fashion' is not design intensive. It operates in stable non-seasonal
conservative lines with volume production across a wide price range.
"Consumer Location' Marketinz, March 17, 1984.

The cost structure for this end of the market is shown in fig 4. Tt shows the
cost breakdown for a simple button-down blouse which the manufacturer

sells for £6.50 to retail at £10.40.

Overhead and

N profit £1. 61 N
/Labour £1.30  (25%)
@B N\
\ Fabric & trim Retailers
\  £3.59 (59%) ‘-. Mark-up (60%)/

£3.90

Fig. 4

i"Marketing!' M & E Handbooks
London 1978

*
The hierarchical concept of fashion markets is based on Paul Nystron's 2
classic analysis of the economics of fashion in which he explores the way

in which fashion movemen's 4re diffused downwards through the soci..al

strata. This so-called mrickle-effect' has been the dominant issue 1in

fashion marketing for nearly 50 years. The well publicised process of g
diffusion and adoption in fashion, has come under attack.. Charles W King *
in his essay "'A Rebuttal of the Trickle Down Theory' cla{nls that while the
process stivll exists in the industry the theory does not reflect contemporary

fashion behaviour among consumers. The changing environment due to social
has completely altered the prefile of consumermarkets.

and economic factors,




Today class lines are clearly drawn only at extreme points of the social
3} i L

cl'flss continuum. As a resuit oi the levelling influence, a much broader

slice of the population can afferd 1o be in fashion. -

This places fur:ther constraints on the designer in mass production.
Ada Heather Biggs * 4 in her article ""The Ends of Fashion'' argues that;

fashion makes commodities dezrer. She states "Invention' however
increases the sum total of production; fashion does not. It simply Cl';anc‘res
the proportion in which the constituents of the sum total of production sthd
to each other. Inventions cheapen. fashion makes things dearer'.

For example, consider the trena tor Autumn '85. "All button trim details

are working trims' i.e. a cuff epaulet with button details, is to have an
operating buttonhole. This trend will obviously increase costs in production.
Thus the economy of production can be adversely affected by a fashion change.
The manufacturer must adhere ic these trend changes to get business, yet
maintain low costs. A good designer in mass production is one who can,
introduce modifications of current trends to meet the demands of a well informed
mass market! :

Mass communication media rapidiy accelerate the spread of fashion awareness
and influence mass market endorsement. This development supports the
rebuttal of the trickle-down thecry, in the context of the consumer market.
However, the vertical flow of ideas continues to operate within the clothing
industry; where exclusive designers are watched closely and emulated by
lesser designers and major manufacturers are studied and copied by smaller

and less expert competitors.

Design piracy is a well established competitive strategy.

i Nystrom Paul, "Economics of Fashion''
Fashion Marketinz Allen & Unwin, ILondon ' 72

*3 King, (Chagles, ™A Rebuttal of the Trickle Down Theory "
Marketing Association, New York 1963.

7 Biggs, Ada Heather n"The Ends of Fashion"
"Fashion Marketing'' - Wills and Midgley
published by Allen and Unwin, London 1972.




CHANEL - PARIS - SPRING/SUMMER.

SEE SECTION 3, 'HAUTE-COUTURE'
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MARKET SEGMENTATION

Success in the garment business and indeed in any business

. LR T i . . b &
comes from '"finding a (fashion) need and filling it' to paraphr
Theodore Levitt. * 9 = paraphrase

The §ucce§s Qf such peopie as Sir Terence Conran, Liz Claiborne
Calvin Klein is based on their ability to pinpoint such needs ,

Sir Terence Conran has successfully catered for the needs of the
young career woman by establishing the '"Next'' chain of stores :
The aim of '"Next' is to provide a range of co-ordinated merch;mdise |
which allows the individual to achieve a 'total look' under the one roof :
at an affordable price.

Accurate market segmentation is a well established concept in the
United States - Liz Claiborne designs to the needs of the career woman;

ol - 2 - ?
Ann Tayvlor stores retail to this customer segment.

From a design perspective these garments are simple in style features,
but subtle sophisticated colour/texture combinations are backed up by

very strong merchandising techniques.

The development of a segmentation strategy should -

—  help identify new user market segments
permit concentration on the most profitable
markets by means of product design or
promotion

stimuiate distribution channels

build up a reputation for progressive
leadership in the closely defined markets.
provide a sales force with a clearly defined

mission and objectives.
-  force competitors into defencive strategies

stretch product life cycles at comparatively
lew cost.

n implies that a '"distinctly homogenous

d closely with a group of potential
profit curve associated

Planned market segmentatio

group of needs has been matche
customers and that there is a distinct demand/

with satisfving the needs of that group' * 6
p we set about filling it - by first getting to know our

On finding the ga
ket research.

customer. This calls for mar

Levitt Theodore vMarketing Myopia',
k Sept/Oct. 1985.

London 1978

: 3 7 )
Harvard Business Review, New Yor

' i B . S lr &
Giles - ""A Marketing Handbook" by n % E Handbooks,
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MARKET RESEARCH

Finding a g 2 ating a i i
resea:(,:h Oagfc;x c.reatmg <4 8ap In a specific market requires market
5 ective market research provides the business with

a clear profile of the potential i
customer, his or her n
preferences. o

Identl.lcatlo.n of the market segment directs the design effort so that
we develop ideas based on customer needs,

The designer for mass production aims at designing what the customer
wants at the lowest cost and therefore relies heavily on accurate
customer/market information.

The approach to market research will depend on the size and type of
firm.

Some firms are large enough to justify their own in-house market
research team. Others will use research firms such as Acorn, whose
consumer research is more precise than the traditional "Jicnars" -

A,B,C, C3 and DE categories. Michael Morton writing in '""Marketinz "
says 'because Mass Media are getting so expensive we cannot afford to
make lazy broadscale definitions of target markets when we know
perfectly well that most consumer markets are highly sensitive'.

“Taf

The designer needs an accurate analysis of the consumer within these

target markets.

The traditional means of segmenting markets by; organization, size,
geography, business classification, socic-economic grouping, age,
sex, etc. are now beginning to be supplemented by research into
behavioral areas such as lifestyles, attitudes, and priority spending
patterns; often combined with more conventional data.

Within the clothinz industry three main techniques of research are

used:
1 Desk research
2 Buyer interviews
3 Test marketing

DESK RESEARCH

hich exists within the company such as sales records,

This includes data w oo
marketinz manuals, demographic and income

reports, fashion magazines,
group statistics.
trends

: : Al
In the larger firm the designer would receive briefs on the marke |

from the marketing department.




AQUASCUTUM. HAUTE COUTURE
DAYWEAR WITH A BRITISH STAMP.

SEE SECTION 3.i - "THE COST OF COUTURE'
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BUYER INTERVIEWS

The small to medium sized firm relies heavily on the opinion of the
buyers for up-to-the-minute information on what is sellinz and on
styling trends. 4

A helpful buyer will often provide valuable insights on where a range
is going wrong or right. Herbert Blumer *8 says buyers" succes:.
indeed their vocaticnal fate depends on their ability to sense the :
direction of taste in the public'. Buyers are acutely aware of their
market and therefore any information that they are willinz to pass on
to the designer or marketeer can only help in achieving the best
possible range for that particular market.

TEST MARKETING

It could be said that couturiers who are supported through private
patronage, are testing original design concepts, which if successful
will be adopted and modified by the designers further down the line.

Market research for the clothing industry can provide the designer
with valuable design information e.g.

= Size distribution in specific regions e.g. Northern
Regions (U. K) average size tends to be 14 +, Southern
Region average size tends to be 10/12.

- Colour preferences in various areas.

= Consumer incomes - the amount of money the
consumer has to spend on ciothes {in the U. K, that
averages 8%) which could influence the target cost of

a design.

Morton Michael "Consumer Location"

Marketinz March 17, 1983.

Blumer, Herbert "From Class Differentiation

fo Collective Selection'. The sociological

quarterly Vol. No. 3 - 1969,




3.4

CUSTOMER PROFILE

Once the target market has been identified and researched, the
information is i{ranslated into a customer profile, this in turn
in translated into a brief for the designer.

This brief can be very brief indeed. For example Pringle,
an English Knitwear company profile their typical male customer
as being:

- the 35 year old executive type

- this man is able to spend £10-£16 on a basic
sports shirt

- dressed for the sport he may not partake in it.

The Pringle female:
— the female is older, about 40 years of age

- this woman's wardrobe would contain expensive
classic outfits

- unlike the man, she is likely to be seen sporting
her shirt on the golf course or teanis court.

Alongside this customer profile I believe that recent trends in the
knitwear market in general have shown that 'name and guality' has
lost strength to the "stylish and fashionable .

An accurate customer profile focuses the design effort into a specific

area - improving design productivity and resulting in a marketable

product.

Once the customer profile has been established one can set about

designing to cater for the needs of the customer.



CLASSICAL ENGLISH COUNTRYWEAR
FROM BURBERRY.

SEE SECTION 3 (i) ' THE COST OF COUTURE'




4.0 THE DESIGN STAGE

Range design is a lengthy iterative process that starts up to
6 months in advance of the season. It combines lateral
thinking and structured research to get convergence on a
coherent range.

4.1 IDEA GENERATION

This creative phase shown in Fig. 5 is characterised by:

= Free wheelinz thought processes

- unstructured formats

- inspirational leads

- switchinz-off critical and judical
faculties.

See Fig. 5.




Trade TFairs

16.

Fashion Shows

Trade Mags Trim
TRADE INFLUENCES FABRICS
Fashion Mags
Texture
Trends Colour
MARKET NEEDS
AN i Trees Birds
Military Uniforms GUCTONITR Ol TR NATURE
DESIGN BRIEF
m 4 > i <
HISTORY National & phmals
Embroideries Flowers
Opera
Pop Culture Cults Cinema
THE ARTS
THE STREET Art Galleries Technology
Architecture Ballet

Street People

Taken from '"Marketing Myopia' Harvard Business
review. Sept/Qct. 1965.

e LT L e e e R SRR

Fig. 5




CLASSICAL SPORTSWEAR DESIGNS
BY RALPH LAUREN FOR POLO

'"THE COST OF COUTURE’

SEE SECTION 3 (i)




A designer uses many different scurces in lookine for id
awareness of the fashion mood and future trend Ny SRRt S
it U rends is essential g
N rom : 7 : . Awareness
TR h_conlmued scanning -i fashion magazines, newspapers, and
o bl e At : ’
visiting fashion shows and trade exhibitions such as Fabrex and Interstoff*10

The des1gp.er develops_a sensitivity to new influences that may effect fashion
Many political and social changes have substantial effects on fashion v

The de-51gner in mass production ‘eeds on the unlimited creative ideas of

cou_turlers who can afford to ignore cost restrictions when creating. In her
- - D.

article on the Paris fashion scene Marcia Berss* Il talks of the duty on

ornamentation on a garment,e.g. on importation to the U. S., buttons on a

jacket sleeve without buttonholes add 40% duty; buttons with ,buttonholes do not
When she approached Karl Lagerfield on this matter he quickly dismisses the.
thought, stating "if I considered such things, I would be paralysed'. Design
for mass production must add cost disciplines but can still search for creatt;vit.y
in the less disciplined designs of the couturier.

The designer will also be influenced by design concepts from architecture,
paintings, films, theatre, ballet and opera.

Pop star fashions set trends and strongly influence design. Consider the new
romantic look of the early 80's. The clothes of such pop artists as Duran
Duran and Madonna created a new look for the young generation. A theme
which was expanded on in the fashions created for "Lady Di". This gave a
tremendous boost to the British Clothing Industry.

Clothes are a visual means of communication - people make social statements
through their cicthes. This is more strongly identifiable amongst the youth
of today who are protesting against the unsatisfactory social climate. Perhaps
for the first time in the history of fashion, street fashion (cheap clothing) has

filtered upwards through the design rooms of couturiers.

Sally Brompton * 12 comments “There is a new genderless army ol youth, an
undoubted influence on the real business of dress. Designers while they do not
openly plagiarize street styles are constantly sensitive to the changes in social
attitudes which it exemplifies. They might interpret it with more polish; some
might even say more taste but the origins are apparent'.

The Japanese have set a theme of a timeless clothes direction having no regard

for sex or class with designers such as Miyake saying thatl they simply "de'sign
clothing for people to wear'. *13 That is what designer.'s in _mass production
have (or should have) been doing for years. In Greenwich village, ﬂew York
"Comme des Gargons" presents fashionable counterparts of black Vietcong

unisex, military uniforms in an austere concrete retail space.

4 collection is reviewed with phrases such as:

dwarfs and Mae West, prostitutes and
very classic dresses in pastel linens and

Jean Paul Gaultier's *14 Spring '8
"he guyed anything and everything;
blind men but underneath all this scme

R T E AT




amazing tropical print shirts overflowing out of nneclxanicé overalls"
This is the reversal of the trickle down theory: now

. "low'" cout
influences haute couture. bce:

The per_lods of historic costume, military uniforms and national embroidery
are all important sources for idea generation.

Other external influences include inspiration from flowers and nature which
create impact on our use of form, colour, patterns and textures.

The designer in mass production must always be aware of the possible use
of new fabrics, trims and decoration. He/she must develop an observant eye,
learn to perceive detail clearly, use right side of the brain techniques. *15

Cram sketch books with ideas; concepts to form the themes for future collections.

It is vital tc keep and file these sketch books as a reference and stimulus for
new ideas.

*9 De Bono, Edward ''Lateral Thinking'' Penguin

* 10 Fabrex - Fabric Exhibitions, London; Interstoff Exhibition, Germany.

x]] Berss Marcia ""Paris when it sizzles' Forbes April, 23rd, 1984.

* 12 Brompton, Sally. London Observer, March 11, 1984.

%13 Cool Gender Bender!' Apparel International, April 1984.

=14 Image Magasine, April 1984.

%15 '"Drawing on the Right Side of the brain'.




CHRISTIAN DIOR-FOLLOWING THE CURRENT TREND
FOR DESIGN HOUSES TO HAVE A FINGER IN MANY PIES,
INCLUDING COSMETICS, INTERIOR DESIGN, A SCENT ETC. ..

SEE SECTION 3, 'HAUTE COUTURE'




4.2 DESIGN FOR PRODUCTION

This is the structured phase. Where we screen creative ideas
and order them to achieve the desired product within our cost

restraint. See Fig. 8 Taken from "The Clothing Factory"
The Clothing & Footwear Institute, 1982.

inspiration Theme Design
Development Development
media: fashion shows d7 %
fairs '
magasines
trend working |Cost and
brochures sketches |[production
i Ve , overall variations consideratio
Costume  military 7. Sk Zn e l;
history B
national Anoieiile
Arts theatre %7 47
opera
9 bailet —T __E
cinema prototype | prototype
galleries develop- | modification
museums ment
Po e "toiles'
cults
movements
Nature plants, |
earth, sky, {7 _l_ 47
water. W 0 e
Fabric colour, fining mple
pattern, textures | fabric skefches o e o
storyboard of ideas range
- : acceptance
Trim colour, pattern Yes No
shape x
go back and try agaip /l
A\
AR




The fabric story board i OV o '
, Y rd is a key source of design inspirati
structure development of the ranse 5 piration and part of the
Normally a range of fabrics is selected and the designer sketches on
a

central theme. In some cases t :
S the design is prod M
with fabrics later. A ‘ uced first and matched

f’s serle_s of skett.:hes on the theme enables the designer to experiment with

ideas \Ylthout going to the costly extremes of having samples made up for

all designs. It helps refine ideas at lowest cost. Good sketching skills are
(=]

very important for a garment desig;
igner. Often sketches can be used i ing
a concept. sed in selling

For mass production, working sketches can often successfully illustrate a
design. More often than not proper preseatation drawings will be used,
prepared either by the designer or a specialist fashion illustrator.

Colour and pattern can be added to the sketches suggesting the use of selected
fabrics. It is more effective tc keep a colour scheme on the sheet as this adds
a sense of continuity.

Colour in garment design is vitai, colour is the first thing that attracts the
customer to a garment on the rail. Certain areas of clothes design alsocall
for very careful use of colour e.g. outsize, children's or disabled's garments,
where colour is used to conceal disproportions or deformities.

In some areas of mass production trims are the most important part of the
range development. In manufacturing nightwear and childrenswear, costs
must be minimized because the consumer is not willing to pay the price for
garments which they consider to he outside the boundaries of fashion.

Selecting fabrics is a very important stage in the design process. A selection

of fabric is built up after careful consider

The development of a story-board is 2 Very useful tool for the designer who can
discuss the possibilities of fabrics and colours in relation to the design by |
refining the board until the colours, tones and textures emerge into a coherent

theme.

y established at the design stage. One is

oduction is largel ; =
The cost of pr = n mind the constraints of

trying to innovate on a standard shape bearing i

= fabric
e machinery
- labour costs

These constraints will vary:-

obviously restrict the choice of fabric

{ beinz designed will
. 1 at requires waterproof or shower-

the type of garme :
a ilable e.g. a rainco

from the wide range ava
proof fabric.

ation and after viewing many collections.
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GIANNI VERSACE, SPRING/SUMMER COLLECTIONS

MILAN.
SEE SECTION 3 'PRET-A-PORTER'.




he functio 3 i
<0 liwn of the gatment will zause other fabric types to be disregarded
€.g. workwear requires durable easy-care fabrics i

Finally the cost of the fabric wili be the ultimate S e

Machinery:

The designer in mass productionr mnust avoid an 'ivory tower' approach
he/she must get o ined air of t i :

7 get out of the refined air of the design room and onto the factory
floor and learn

- machine speeds and flexibilities
- set up times and costs
- limitations with different fabrics

Develop a zgood working knowledgze of the scope, limitations and cost
characteristics of the overall system that translates the designers concepts

to a finished product for the consumer.

Labour Costs

Seams, frills and trims and special treatments add labour costs. Production
must be slow as machinists learn new skills. While design must ultimately
respond to the market-place, clever design and range development can lead to
longer production runs on relatively standardized items.

g group * 1€ have researched the learning curve effects

The Boston consultin
The cost of most products reduces by 20% for each

in mass production.

i jor. g x 16

doubling of accumulated experience. See Fig. 7
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A good designer in production will be able to think throush the
f 3 !: . - 3 D
SRS tonsTelithe entire process from basia idea to workable

garment. Various techniques can be employed in design to achieve
the desired effect of adding variety to a basic style at low cost.

* 16. Henderson Bruce; The Roston Consulting Group 'Perspectives
on Experience, New York 1970




GIANNI VERSACE

®. o
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GIANNI VERSACE - SPRING/SUMMER - MILAN.

SEE SECTION 3, 'PRET-A-PORTER'




CREATING VARIETY

Iﬂ deSi ﬂin < 1 ! o to Creat at ()
on a h me at minimum COsSt I I'iITIS St.: Pp q S ari']d»i £
. l. e ¢ - l‘lpeS a i
3 1 ) ] 11 ue
lt(: 1N 3 range

With designs, fabrics, and ‘rims selected, it is time to mov
to the next stage - the sampling process. £

SAMPLING

Patterns

The pattern translates the garment design into components for

manufacturing. One designs for Mr. and Mrs. Average *
outsize is a special market. The normal size range is 12-16.

See Fig. 9 * 17

Height
Size

rf” ‘q“.‘h“-l
1011 + 5'11”
- 5'3 + gize 16
- gize 12
Dl 2. Sl R
Rl T S LB TS




mtensive research goes int i i |
e g O Preparing size scales for atter
development. o

In mass production one works from a basic bloclk
shape which when sewn together gives a three dimen
the "Design'".

A two dimensional
Sional form that is

pattern making is similar to a mathematical permutation One is tryi

- - & Ir o
{o find as many ways as possible of puttinz the basic shape tozether
bearing in mind the constraints of: S r,

= fabric b
= machinery
= costs £

Slashing in various ways gives a new image to a standardized shape.
The diversity and impact of this is increased by:

- changing fabric - colour, print, texture;
combinations of two or three

— changing trim details - stitching pockets,
yokes, pipings, appliques etc.

- combinations of all of above.

fo 10, * 17 shows how simple modifications can generate variants

from a basic pattern, e.g. a shirt front
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i CALVIN KLEIN - AUTUMN/WINTER - NEW YORK.

SEE SECTION 3 (ii)
"MARKET SEGMENTATION"
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5.2

26.

SAMPLE MAKE-UP

Manufacturing AR
cA ring feedback is vital. A designer cannol vi 1
all make-up problems. A o - visualize
o good sample machinist i
of the team. g achinist is a key member
The sample machinist is an extensi . s
process. xtension of the design

el tiproyesiproduct design by pointing out th
in make-up before it goes into production. P el

Ciearj details of the garment should be given to the machinist and a
working sketch should be enclosed with each bundle. :

One must be conscious of the special skills of the sample machinist

She can do the work that mayv be too difficult for the girls on the floc;r

in a full production environment, where skills are ofcten reduced to a few
job operations. Abnormal details should be dealt with directly. d

Once a problem in make-up is identified by the machinist a pattern should
be altered immediately. This will save time and money in production.

During my period in Glen Abbey I was preparing a shirt for mass
production for the Glen Abbey range, when a machinist pointed out the
difficulty in avoiding distortion of the neckline while pleating the front.
The solution was to pleat a larger square of fabric and cut out the front
shape afterwards. See Fig. 12

' B
Style l }
G/A shirt \ |
R. ft. o 2ulsildiis 16 - |
5 ) g/a shirt i
-—-—————"L——————LL—-L——’ right [t |
size 12 .
Pleated = |
piece — il {
(f)fb ic Pattern laid onto Pleated shirt front [
abri
fabric i
R L e ___———’———“‘L,,//”‘___
| __,I___——
Fig. 12

ain cotton

1 made up in pl
the selected

n be made in
t as it is made and

proportion, palance

toiles
ive toiles ¢@
see the garmen
the silhouette,

Prototype gar:ments are produced aSS
(calico) if the fabric is not too expen

fabric. This enables the designert.to(r
develop the design further, correciins

and general effects.
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SEE SECTION 3 'PRET-A-PORTER'

T T




5.3  SPECIFICATIONS

The specification sheet gives details of:

= the garment style - skelch
- details of the fabric, - colour, type, usage

and cost
trims, - 1 i 0
and cost
packing, - " " units/box and cost
A : c !
details of make-up, - seam types

- button positions
. - motif positions, etc.
- details of make-up cost/operations.

Cost sheets should be made out once the sample is completed. Each
sample is given a specification number in a sequence which follows through
the range development from ‘hie basic style through the more expensive 5
models of the raange.

6.0 QUALITY

6.1 Quality Concepts

Quality is built into a garment from the design stage. The word has twd
meanings in a fashicu context.

Quality of Design: the value inherent ir the degign in relation to customer

requirements.

Quality of Conformity: A measure of the faithfullness with which the garment

conforms to the design.

Today's consumer is far more guality conscious, this has heen brought

about by three main factors:

1"Which' and t"Where''.

= consumer magasines and service such as
i and give the consumer the

They aim to probe behind the advertising ""hype
true facts about various products.

= Marks and Spencers philosophy of "high standards of quality at a
reasonable price''. Their persistant emphasis on quality has contributed
greatly to raising both consumer quality awareness and the standards of
quality in mass production. They have established very strict quality levels

which their manufacturers must adhere to. They have gained large mariet

shares by selling garments which, while not essentially stylish, are of the

highest quality.

~ Recession - during any period of economic decline the average person
forgets fashion fade and concentrates on buying gonds which will last.
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He/she will seek out the bes! quality garment at the best price.

Esttaltquaht)-r control involves all departments in an organization
. starts with a study of the customers real requirements in terms
of performance and price. :

We must consider garment design not just in relation to aesthetics

f)r fashion but relative to the function or utility of the zarment. This
involves testing in order to establish standards for pezforman;:e and
reliability under the conditions that will be encountered in wear e.g.

swimwear: resistance to u.v. light.
resistance to chlorine

rainwear: water resistance of fabric and
seams

The quality specification would typically include:

- style features

~ cloth specification

- trim specifications and function

relevant manufacturing details, machine types
- size scales e.g. 12, 14,16

critical garment dimensions and tolerances
e.g. chest size 102cm + 0.5¢m

- stitch and seam types.

Development of these specifications will invoive liaison with the garment
artment in a larger concern, or drawing on external supplier
or college laboratories for the smailer company.
sewing, and pressing

technology dep
exp ertise and industry
I believe that it is important to know that cutting,
processes can meet the design standards, otherwise reject rates will be too
high. I have learnt that one must listen carefully and reconsider design

features when the sample machinist says “they'll never be able to make
this in production'.

nd their particular responsibility in
Many firms are following the
ate and innovate

All those in production should understa
meeting the standards set by the specification.
Japanese approach of setting up quality circles to communic
at the shop floor level on matters affecting quality.

6.2 Statistical Quality Control

s can be used to set quality standards and to measure

Statistical technique
Standards can be set in terms of:

quality performance.

size variances
attribute variances

et by the manufacturer's quality control department or by the

Limits may be s
frequentl

customer e.g. Marks and Spencer

suppliers.

s
¥
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y define acceptance limits for their
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The starting point in a isii s to establish a process
statisiical quality control i ‘ i
‘ is to establ
control chart for the variable being measured M

fezill'rtl;)hr;g;ysztgt: is (’i‘emgned and tested to ensure statistically significant
S ,no -8- 1 aml? e groups of 4 garments. One measures deviations
. minal value in the samples, the nominal value being the stated
size measurement of the garment. These deviations from t;e nominal
value are plotted to develop a coutrol chart for the process data. The
process control chart shows the pattern of variation in that particular

measur i i i isti
ement. By analysis of this pattern in statistical terms we can design
acceptable tolerances. 3

e %
PROCESS s R s *
CONTROL e x =
CHART ¥
i o ¥
Nominal
XValue
Fig. 13.

From the process control chart data the quality controller and the designer
can prepare a Designer's Tolerance Sample Average Chart and define limits
for acceptance, rejection and action in terms of multiples of the standard
deviation of the measurements computed from the process control chart,
These limits are illustrated in Fig. 14. Taken from Hertz P.T.'Product
Defects & Productivity' Harvard Business Review, Sept. Oct. 1983.

The Designers tolerance sample average chart would normally be updated

on a weekly or monthly basis to check that there were no statistically
significant changes in the process. A skilled quality controller can learn

to interpret trends from the pattern of this chart which may indicate the need
for machine adjustment, consistant operative error or perhaps a change in

fabric or incorrect patterning.

SPECIFICATION LIMIT DESIGNERS TOLERANCE UAL
UWL
REJECT
2 X
UAL= Upper action ACCEPTABLE NOMINAL VALUE
level <
UW L= Upper ACCEP?ABLE #
warning level |« 7 x 5 x LWL
I wWL= Lower REJECT LAL
warning level
1L.AL= Lower
action level SPECIFICATION LIMIT DESIGNERS TOLERANCE

Fig. 14.
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KARL LAGERFELD FOR CHLOE -
SPRING/SUMMER - PARIS.

SEE SECTION 3 'PRET - A - PORTER'




7.0

all these lev G i i '
els are defined in terms of the standard deviation

The other important chart i isti con
n statistical qualit i
y trol is the co
ntrol

chart for attributes i i
e - As a starting point the department desi
y o focus on the particulzr attribute e g | PR

Acceptable/Unacceptable level of seam pucker.

A Control Chart is developed tc record these go/no go events.  See Fig. 15. * 18
n=20
S
4
Action Limit
Cont rol 3 Warning Limit
Chart Y4
For 2 R
Attributes 3
R x X ;
1 7 - Line of Expectation
X ) 4 P.A.P.D = 5%
0 * %
R o 6T s 9l Fig, 15.

On this example th