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DEFINITION OF OPERATIONAL TERMS

A dressmaker- Specializes in custoimade women clothes: day, cocktail, and evening
dresses, business clothes, suits, sports clothes, and lingerie.

A fashion designeri Conceivesgarment combinatianof line, proportion, colar, and
texture. While sewing and pattenmaking skills are beneficial, they are not
a prerequisite for successful fashion design. Most fashion designers are
formally trained or apprenticed.

A seamstress- Sews readyo-wear or massproducedclothing by hand or with a
sewing machine, either in a garment sbho@asa sewing machine operator
in a factory. She (or he) may not have the skills to make (design and cut)
the garments, or to fit them on a model.

A Textile designeri Designs fabric weaves and prints for clothes and furnishings. Most
textile designers are formally trained as apprentices and in school.

Accessoriesi Articles worn or carried to complete a fashion look, such as jewelry
scarves, hats, hand bags or shoes.

Aestheticsi The theory or philosophy of the perception of bgaut

Apparel T Clothing, not necessarily fashionable

Appligué A cut-out design, applied to another piece of fabric by stitching,
embroidery or adhesive

Bias cutting - A technique of cuttingoh he O6cr oss6 bet ween wef't

Block pattern i Master pattern made to a set of individual measurements, or in
standard sizes for mass production. Consists of skirt, bodice (front and
back) and sleeve. These five sections are completely plain, havinthe

basic darts.
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Blouse Separate garment covering the top part of the body. Can be fastened down
the back, front, side and shoulders. Worn tucked in at the waist or as over
i blouse, can be frilly and feminine or severely tailored according to taste.

Boutique 1 French word for a small shop with unusual clothing atmosphere

Casing A small hem with an opening so that tape, elastic or ribbon can be inserted.

Clothing - A form of dress

Construction - The putting together of a garment cut and make

Contemporary i Current, up to date

Culture- Apeopl ebdbs way of | ife, a state of
which defines a people

Darts A means of shaping materials to fit the body, stitched folds, tapered to a
point which should endtvards the fullest part of the bulge.

Decorative design(Applied) An addition to a garment in the form of trimmings e.g.
buttons, beading, appliqué, embroidery, band, piping, lace, ribbon,
flowers, etc.

Design An arrangement of lines, shapes, cloth, uextand colour to give a
distinctive overall effect.

Designeri A creator and innovator of fashion.

Direct measurementi A method of taking measurements directly from a figure and
applying them to the draft.

Draping i A method of making a pattern by grag fabric on a dress form.

Embroidery i Ornamentation done with the needle onto fabric

Fashioni The prevailing style of any giving time, implies change in style

Finishing i The final handwork or final touches done to a garment

Grading i A means oflecreasing or increasing pattern sizes.

Interfacing i Shaped pieces inserted between two pieces of cloth to give shape
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Interlinings 1 Pieces of fabric inserted between the main body of garments and the
lining to give extra warmth or body shaping.

Linei An appeared manufacturerods coll ection
design caused by seams, details or trimmings.

Over locking T A machine stitch which over sews and locks the edges of material used
to prevent fraying of raw edges.

Pleatingi The creasing and pressing of material into folds.

Proportion i The relation of one part of a design to another, an important principle of
garment design.

Quilting T A method of sewing two layers of materials together with a soft interlining,
patterned etfct are produced.

Ready to weari Apparel that is mass produced.

Shirring T Several rows of machine made gathers which are evenly spaced and are left
in a garment as a structural design feature.

Silhouettei Outline of a garment

Smokingi A decorateddrm of gathering. The gathers are formechagd sewing and
embroidery stitches are worked over the tubes of material formed by the
gathering threads.

Structural design i Constructeddetails such as pleats, gathers, tucks, frills, shirring,
etc used on ganents, these are joined or placed on garsientseaming
or stitching.

Style i Certain characteristics that distinguish a garment from other garments,
subdivision within a fashion.

Sequins- DiskT shaped beads used for decorative purposes



Fabrics i Cloths made from textile fibres by weaving, knitting, felting, crocheting,
laminating or bonding.

Tucks 1 A fold of material of even width which is kept firmly in position by a line of
running stitches or machine stitching

Yoke i A shaped pattern pieceshich forms part of a garmg usually fitting around

theneck andshoulders.



ABSTRACT

This thesist i t | ed A EXx ami n a tSitructaoralaamd DecoRte/enDedigng onn g
Ladi esd Gar meMettsr oiprol Ka d u rwaa sdressi thedpmduttiank e n t ©
problems ingarmentmaking interms of techniques, materials, equipment and tos¢dsl

in placing structur al ganntentsdbg fashionadésignerss and e s 1 g
tailors in Kaduna metropolisThe aim & this study was to creatawareness on how
structural anddecorative designs an be appropriately select e
garments, while the objective of the studgs to investigate the levef awarenessf

fashion designers and tailors on the use of elements and p&oipdesign in garment
production The population of this study a8 made up of staff and students of the
Department of Textile Technology and Fashion Design, Kaduna PolytecFumcin
wada,Kaduna selected fashion designers and tailors located auwagRimi, Kakuri,

Barnawa and Gonigora, all in Kaduna Metropolis. The researcher adopted the simple
random sampling technique for the study. A random sample of two hundred (200)
respondents was selected from the research areas. Forty (40) stragctestiomaires

were given to respondenin each of the selected areas. The research is descapiive
participatory The methods used to elicit information for this study were oral interview,

direct observation, photography and stametl questionnaires. Data reecollected,
frequencies and percentages were used to analyse the vaffdidassearchgrroduced

some garments according to one of tljectives of the study to remodel garments
produced by respondenBasedon thedata analysighe following indings,conclusions

and recommendationswere made respectively: Though many of the respondents
exhibited high skill in garment making, they had limited knowledge of the application of

the elements and principles of designgerment productionDespitethe fact thatthere

was total commitment on the part of fashion designers and tailors in producing
fashionable garments, less attention was given to proper selection of structural and
decorative degns as well as proper placemeriie Bank of Industry should ge fashion

designers and tailors soft loans so timaty can t@am up to establish small scale fashion
businessesThe teaching of entrepreneurship education should be directed towards
fashion design and clothing technology for self employment; this wil $teidents to be
knowledgeable in techniques of generating business ideas and various operational

techniques of managing fashion designing businesses.
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CHAPTER ONE
1.0 INTRODUCTION
1.1. Background of the study

Cloth is a material made by weaving together threads of cotton, wool, nylon, and
silk that is used to make clothe, (Webster, 20¥2n is produced ¥ spinning raw
fibres such aswool, flax, cotton or other materials to produce long strands twisted with
other fibres. Yarns are woven into fabriextile fabrics or clothare formed by weaving,
knitting, crocheting, knotting or pressing fibres togetfl®damtey 2008). Douglas
(2012) also stated that fabric refers to any material made through weaving; knitting,
crocheting or bonding that may be used in the production of further goods such as
garment. Before fabrics are constructed into garments wittectetl structural and
decorative designs, consideration must be given to the structural and applied design
fabric for garment construction in order not to distort the structural and appliedd@sign
fabric.

In Nigeria today fashion designers aboudesigning for all categories of people
becausat is mandatory tovear clothesDesignersalso make efforts to beautify clah
by placing structural and decorative designs for enhancement of aesthetics on garments to
improve productivity, increase patragye and marketability (Frings, 1987). However,
considerations are not given to structural and applied designs on fabrics, while structural
and decorative designs are wrongly selected and placed.

As observed by Nketwye (2009) desigrs on fabrics provide vaety, beauty and
aesthetic appeal. They may be grouped into two classes; structural and applied designs. In
selecting structural and decorative desidos placement on garment partsuch as
neklines yokes, front bodice, sleeves, hemBnamong othersconsideration should be

given to the structural and applied design of fabric which are in different categories. As



observed byNelms (1976)fabrics which are laid in one direction are those with pile or
brush surfacesn planning the placement of strucal designs, oné way fabric designs

are cut according to the direction of pile or brush surfaces, the same consideration is also
given to plaids, strips and other geometrically shaped fabrics when placing structural
designs such as pleats and tudkse authoralso observed that it is not advisable to apply
princess seams and long horizontal darts on plaids and fsthipesduring construction

fabrics with such designs are usually more appealing when sewn without applying details.
Hollander (193) also suggested thatvhen applying princesseam vertical darts and
decorative designs on plaids and stripes should be avoided.

According toButterick (1977), a plaid is a design of woven or unprinted colour
bars that intersects at right angles, the geament of these bars may be even or uneven;
therefore structural and decorative designs should be determined and selected
appropriately inappropriate selection may affect the outcome of a garment. A plaid is
even when colour bars and intervening spacesdentical in each direction; it is uneven
if the plaid fails to match in one or both directioNglms (1976)noted thatstripes also
may be even or uneven, each stripe type can be handled as the same method as a
corresponding plaidwhen placing strctural designs on garment parfBhe author
affirmed thaf even plaids either square or rectangular are the easiest when séwing,
authorstated thatthe best garment parts to place decorative desigare pocketsyokes
and collar edgesthough a rectangular plaid may be more difficult to match where
seamng is bias; an even plaid is suitable for a garment with centre opening, leveén p
may also be cut on biaghile uneven plaid require extra cafiehe authomlso stated that,
placement of structat designs has fewer style possibilities.

Craig (1973 affirmedthat, if plaid is uneven crosswiselecorative designsould

be placedin one direction like napped fabricg/hen plaid is uneven lengthwisthe



repeatwould not have acentre from which thelesign carbe balanced ibothdirections
therefore, placed structural dessggoesoundthe bodyin one directionThe author also
stated that wenthe garment is wormatype of balance can be establishaddominant
vertical bar or blockcan be madet the centre forplacementof structuraldesigns. On
diagonals (twill weavesjhe author stated thasome fabrics have perceptible ribs as
typified by gabardinesstructural designs onelseis handled like any plain weave, while
diagonal printed stripesequirecareful structural design for placement on garment parts.

Nelms (1976)stated that, border print is a fabric designed with a marginal
design running lengthwise along one edge; tosildbe in two ways, one is to run the
border verticdl, placing centre back and centre front seams together, while selecting the
appropriate structural and decorative design for placement, the second method is to
place the border at the garment hem, omitting hem or lealiogance at the selvedge,
preautionsshould be orhow to effectively cubut border print fabric for aesthetics,
appropriatestructural and decorative design details can be apg@lrédtically for
enhancement.

Details of structural and decorative designs for surface embellishaeaurding
to Knight 2008, include machine embroidergdigitizing) which is achieved by using
cards and discs that are bought with numerous embroidery designs, ready to sew with
computer softwarefree hand machine embroidery, sometimes called fabiilatipg,
which is normally hoped, while a darning foot is lifted and the feed dogs are dropped to
allow for free movement of the hoop holding the cloth hand embraidehych is
achieved by the use of simple decorative hand stitches and goode difccobured
thread such as crosandherringbone, stitches, appliqué which is a decorative technique
in which fabric pieces are cut and stitched unto fabric or garment by hand or machine,

quilting, a decorative method of holding two or more layers of fabgether with hand



or machine stitchepatch work, the art of joining pieces of fabric together by hand or
machine stitchesT'he authoraffirmed that lacebeadsand ribbon can be stitched on the
edges or body of a garmemnd add interest and textur8inger 000 alsq stated that
beadwork on fabric embellishes the surface ghament creating a focal point. This view
was also supported by Rempel (2000) wh o
oldest arts, it is also one of the newest for sirfaembellishments, beadwork on fabric
add texture and glamour to clothin@ther structural andlecorative desigrfor
placement according to Knigh2@08, Dorling (1996) Frings (1987)include stones,
fringes, bands, buttons, drawn threads, gafhpeats, ruffles, shirring, smoking and top
stitching

The researdadr however, isof the opinion that in placing structural and decorative
designs on fabric for surface embellishment, points to be considered among others should
include fibre contentweave strature surfacetexture fabric colour as wellas structural
and decorative desigaletails. Forexample, surface texture inherent in the weave of a
fabric would naturally affect the placement of structural and decorative desiigas
tighter the weavghesmoother the surfacthe less the designs placed will be distarted
is also worthy of note that for good result, structural and decorative designs can be
achieved on lightweight fabricas well as fabrics that are too busy with moafsd
designs
12  Statement of the Problem

Adequateand professionalselection and placement of structural and decorative
designs on garmentlgy fashion designers and tailors seem not in place in Kaduna
metropolis. The same observatisnmade on consumers of fashionag@ments as per

the quality of designs that are produced for them.



In most cases, fashion designers ignore designs on  fafhite cutting and
placing decorative and structural designs during construction; thetsbyrting designs
on fabric. Nkeaye (2009 stated that during weaving, beautiful designs are embedded on
cloths while some are applied after weaving is completed using different techniques and
methods so that the fabric will look beautiful and appealing.

The problem of this study therefore to look into how fashion designers and
tailors can artisticallgut-out fabric, style and select appropriate structural and decorative
design materials for the production of beautdad befitting garments, whiakill attract
attention, enhance theok of the wearer, and at the same time give a feeling of dignity,
substance and affluence among his or her peers in the society.

13  Aim of the Study

The aim of the studys to create awareness to fashion designers and tailors on
how structural andlecorative designs cdre appropriatelgelected and placed on ladies
garments.

1.4  Objectives of the study
Theobjectives are to:
I.  investigate the level of awareness of fashion designers and tailors on the use of
elemens and principles of design in gaent production
ii. identify tools and equipment used for the production of structural and decorative
designs by fashion designers and tailors.
iii.  find out whether fashion designers and tailors can identify trims for enhancing
garment parts.
iv. investigate whethiefashion designers and tailors can identify structural materials

for placement of designs on garment parts.



Vi.

Vil.

viii.

Vi.

Vii.

viii.

find out how fashion designers and tailors source structural and decorative design
materials.

investigate the stitches and seams used by fasl@sigretrs and tailors for the
production of structural and decorative designs.

find out techniqueghat fashion designers and tailors employ in producing
structural and decorative designs.

investigate the methodthat fashion designers and tailors employ placing
structural and decorative designs on garment parts.

find out finishing processes in garment making.

remodel garments produced by respondents

Research Questions

what are the elements and principles of design in garment production?

what arethe tools and equipment usddr the production of structural and
decorative designsy fashion desigers and tailor8

what arethe trims used for the production of decorative designs by fashion
designers and tailors?

what are the structural materials dder the placement of structural designs on
garment parts by fashion designers and tailors.

how can fashion designers and tailors source structural and decorative materials?
what are the stitches and seams used by fashion designers and tailors for the
production of structural and decorative designs?

what are the techniques fashion designers and tailors employ in producing
structural and decorative designs?

what are the methods fashion designers and tailors employ in placing structural

and decorative dggns on garment parts?



iX.  what are the finishing processes in garment making?
16  Justification of the Study

Fashionabledressing isgrowing in popularity for various socjaéconomicand
psychologicalreasons. The love for fashionable dressing by the massesei of the
factors responsible for innovation in garment making and the high esteem in which
aesthetically designed apparel is held and appreciated.

Knight (2008) stated that embellishment ideas can accent and enhance garment
parts for aesthetics. Frind1987) also observed that decorative details are supplies used
to adorn garments for aesthetics, while Weber (1990) observed that decorative designs
can create a new mood on a garment, the author further stated that lace can add feelings to
garment; rickack gives a more casual look; braids and ribbongsbeatailoredor dressy,
piping usedaround the yoke of a garment gives a western look, while embroidery and
appliqué carcreate very colourful accents.

The choice of the research topic was inspiredngyquality of garments worn by
students to class in the Department of Textile Technology and Fashion Design, Kaduna
Polytechni¢ Kaduna. Fashion design studendme to class wearing garments thare
wrongly cut, poorly seamed with some of the motifsfaforic distorted, while structural
and decorative desigmgere not properly appliedn garment parts. With her observation
in class, this was extended to the main campus, market places, ladies within the
researcher s vici ni t yhe medid (inlparticdar the televisiomja s e x
It was discovered that just few peopl®re garments thatvere properly designed in
accordance with the elements and principles of desigariment production

Based on the resear cheisit@&ene fashion desgnetsy , s h

and tailors in some selected places located imglwvar Rimi, Kakuri, Barnawa and



Gonigora. These areas were selected because they are inhabited by different categories of
people with diverse educational background, religioncatidire.

Simple cut of garment fabric embellished with trims, variety in design, aesthetic
appeal and additional finishing details can attract attention and meet the social,
economical and psychological clothing need of the ma33ses, the high demandfor
foreign fashionable garments as a result of lack of artistic creativity and aesthetics on
locally produced garments by some fashion designers and tatovsell as increase in
i mportation and patronage of secamavn hand
mar ket o by the masses, is a motivating fac:
1.7  Significance of the study

The study has educational, economical, historical, social, aesthetical, cultural and
technical importance.

Educationally, it is hoped that the result of éhstudy will serve as a reservoir of
knowledge by increasing the number of available literature in the application of
decorative and structural designs on garment paiftgch involves the use of trims,
embroidery, cuts and stitches. The study will creat@reness to fashion designers and
lovers of fashionable garments as a result of the improvement on how fabrics-aué cut
and styled, using structural and decorative designs and how the beauty and aesthetics of
the fabric is maintainedvhen the cubut fabrics are being decorated for admiration by
viewers, fashion designers will be knowledgeable in the selection of appropriate structural
and decorative designs that will compliment the garment under construdiovell as

the appropriate placement dfet design details, this study will also create awareness to
fashion consumers, they will know what to look for on garments; furthermore, the study
will be an inspiration tdfashion designers as designs and styles evolve according to

fashion trend in the Mgerian society.



Economically, structural and decorative design materials as well as fabrics for
construction can contribute in no small measure to the economy of the cdtrimgs

(1987) stated that another way ahaking moneyfrom fashion business isthe
establishmenof small and large scale fashion accesdarginesss it is hoped therefore

thatthe result othis studywill motivate people to establish sewing accesdanginesss

where designers can source for raw materials for #pplication of structural and
decorativedesigns on garment®esi gner 6 s <creativity in the
structural and decorative designs and patronage by consumers of fashionable garments
will create jobs in the fashion business, small and large scale iiedusan improve
production as a result of demand for well designed garments. Garment industries can
engage in producingpare partand the sale of machinegols and equipmentor
designing fashionable garments, this can reduce the problems of unempulogntiee

society.

Nigeriads foreign exchange wil/ be conserwv
to homemade structural and decorative fashionable apparels; this will also boost the
econonic power of designers.

Historically, the study will unveil the fashion trend in Nigeria as a result of the
development of the appropriate placement of structural and decorative designs @n ladies
garments among fashion designers and consumers in Nigexarding to Waddel

(2004) aesigners look at the pagor ideas and designs that can be modified for
contemporary times, this study will serve as a source of inspiration for future fashion and
style development, garments produced taking into consideration the structural and applied
desigrs of fabric for theappropriate placement of structural and decorative designs can

also serve as a historic costume which is referred to as historic period.



Socially, the result of this study will encourage fashion designers to make new customers
as a result of patronage bgnsumers. Perhaps, fashion designing is one of the socializing
professions in Nigeria today as a resul:¢t
people must wear clothes, either rich or pgoo u n g .&lothingis dné of the three

basic necessés of life hence, there can be no social life without cloti{i@gte and
Ogionwo, 1979)

A good example is the wearing of MnAsoO
people during occasions to show status, wealth, solidarity and to add glamour to
occasims; designers make friends with customers because of the contact they make as a
result of this noble profession.

The result of this study will help fashion designers to meet with celebrities, top
politicians and well placed individuals in the society. tap well skilled fashion
designers are privileged to wine and dine with Presidents, Ministers, Governors,
Commissioners, and their spouses because of the quality of garments designers produce.
Aesthetically, appropriate placement of structural and debggadesignson garments
can add to the beauty of a garment if the designs on fabric for garment construction is not
distorted,while appropriate selection and application of structural and decorative designs
for surface embellishmeman also produce spat effect on garmentgKnight, 2008)

Poor selectionand inappropriate placement of desigon garments can cause poor
patronage while appropriate seleatand placement can alsosakegarmentsmade with
cheaper fabrics beéiful and appealing to the ey€rings (1987). Some structural and
decorative details have specific appeal on certain segments of ladies apparels, for
example, lace trims, shirring, gathers, ruffles and bias bindings are more attractive and

appealing to the gift maker. Appropriate sélmt and placement of structural and
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decorative designs can embellish plain fabrics and garments. It is hoped that the result of

this study will add to the aesthetics and quality of a well structured garment.

Culturally, handcrafted textiles like weavintie-d y e , AAdireo, Bati k,

painting are all acient cultural heritage. These materials are made into garments.

(Muyiwa, 2009) In most casesdecorative designs are appliesh garmentsduring

construction, these handcrafted textile gartsecan be designed and used for many

contemporary fashion trends, if structural and decorative designs are properly selected

and placed appropriately on garment parts, they can be promoted and preserved in the

Nigerian traditional society.

Technically, structural and decorative design skills can be developed and enhanced in the

appropriate selection and placement of design details on fabric for garment production.

The National Policy on Educatio2@04 defined Technical Education as that aspect of

educaibn which leads to the acquisition of practical and applied skills as well as basic

scientific knowledge. Its emphasis is the use of hands and brain. Technically, the study

will aid designers to acquire the right skilled manpower for small and largegesabent

industries.

18 Basic Assumptions

1. It is assumed that interestirsgructural anddecorative designs can be skillfully
applied on garmesif the right tools, materialand equipmendre used

2. The aesthetics and beauty of fabric canedmdancedfter applying structural and
decorative detailsFabric can also be designed artistically for placement of
structural and decorative designs.

3. In the selection and placement of structural and decorative designs on garment

parts, the application of thdementsandprinciples of design should be employed.

11



19  Scopeand Delimitation of the Study

The scope and delimitation of the studyexaminationand remodeling structural

and decorative designs on ladgggments in Kaduna metropolis

The study covered sonselected staff and students of hepartmenbf Textile

Technology and Fashion DesjgKaduna Polychnic, Tudunwada, Kaduna, selected

fashion designers andikors located at Unguwar Rimi, Kakuri, Barnawa, and Gonigora.

All in Kaduna Metropolis
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1.10 Limitation of the study

Fashion designers and tailors were not willogeleaseheir garments during the
fieldwork becausehey wereowned byclients
111 Conceptual Frame Work

Stum et al (1973) formed theonceptual framew& upon whichthis researclis
established.The authorsstated that design as it relates to clothing deals with the
attractive combination of the elements of design according to design principles. Clothing,
which are pleasing to the eye conforms to th@seciples. Attractive clothing has high
artistic value as a beautiful painting or an elegant building. Each garment can be unique,
expressing creativity, while conforming to the high standard of quality design.

The elements of design as related to claghinclude colour, line, shape, texture
and fabric design; the authors stated that as in any form of art, the degree to which the
application of these design elements adheres to design principles, determines the success
of a design. The interrelationship$ these design elements can be controlled in such a
way as to produce aesthetically pleasing garments. The researcher shares in the
philosophy of the authors which was set to create and design garments that are beautiful

and appealing to the eyes; basadlee elements and principles of design.
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CHAPTER TWO
2.0 REVIEW OF RELATED LITERATURE
2.1  Introduction

A review of related literature is centered on the following topics which are
pertinent in this study: These are Historical Development ofcttral and Decorative
designs on garmentstructural and decorative desigrSlothing Embroidery Paper
Pattern Stitches andSeams, Clothing Construction, Fashion Designiigments and
Principles of designCommercial Patterns and Fashion Accessories.

2.2  Historical development of structural and decorative designs on garments

Techniques employed in garment embellishment have been on for ages.
According to Crill, et al. (2009) decorations and designs on garments emanated from
different places acros$ié globe Suchgarments evolwt from different eras, few of
which pre-date the nineteenth century, the years that saw elites in different parts of the
world embracing either complete or partial western dress styles.

However Xibao (1984) revealed that falecades, visitors to south Florida have
been struck by theovel and colourful dress of the Seminole Indidhs/as reported that
intricate designs adorn most garments. Patchwork clothing was considered to be
Seminolés traditional dress which flowereglound 1920.

Museum (1977) observed that womenods gar
skirts were gathered at the waist line with long sleeved blouse attached to cape and ruffle
on the shoulder; to compl ete t hotglasshendsn 6 s o
as she couldXibao (1984 stressed further that Seminole women later developed a new
decoration technique of the famous patchwork; early designs were blocks or bars
alternating patchwork which was rapidly adopted as a way to further éshhibké early

already made colourful clothing.
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Xibao (1984)also affirmed that evidence of patchwork and piercing of small
pieces of fabric together to create a larger piece and quilting layers of textile tpather
been found throughout historyhe earliest example has been located in Egyptian tombs
about 5000 years ago, whitolstein (1973)stated that in America, patchwork enjoyed
widespread revival during the great depressiGiothing recycled into patchwork
declined in the United States aft&orld War Il. Guerrier (1992) also stated that
patchwork embellishes the surface of a fabFlwe authorstressed that the idea of making
something beautiful and useful from materials which may be discarded or cost little are in
vogue, especially in todays c loficangetvaion and recycling.

According to Wooster (1972patchwork is the joining of pieces of fabric to form
a larger unit of fabricThe interesting characteristics of any patchwork are the designs
that joined the fabric pieces togeth@he authoraffirmed that the idea of patchwork
originated from the development of needle and thread, the techniques had been widely
used in Mongolia Egypt and India The art of patchwork can be seem clothing,
blankets and carpets among others.

Holstein 1973) recorded thatluring the 12 century Mongolians used patchio
to make clothing for extremeinter clothing The authornoted that patchwork has its
beginning in the dawn of time, dating back to when clothing was first considered a good
idea Animal skins were stitched together to make clothing with patches applied to worn
garments for decoration.

Diji (2005) observed thaanother form of decoration on garments is the use of
sequins Theseare diskshaped beads used for surface embellishnvaith are available
in a wide variety of colours and geometrical shapé® authoraffirmed that evidence
exists that gold sequins were being used as decoration on clothing in the Indus valley as

early as 2,500 B.C. Kerwin (2002) stated tladins known as splins were used for
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centuries throughout the Mediterranean, especially near Persian li&Guife cultures

where these sequins <circul ated, the cust ol
headdresses, face veils and over the hips originally arose waayaof displaying the

famil yés wealth. D pthegancest cust@nd d&f digplaymge fameilg t h a
wealth led to the use of sequined fabric and trims in modern fashion.

Other forms of decorations on fabric include pleats and tucks. According to
Brooks (1957), a pleat is a type of fold formed on a fabric; it is commonly used in
clothing to gather a wide piece of fabric to a narrower circumstarte authorstated
that pleats are categorized as pressed; they arséteiato a sharp crease, opoesed,
resulting in soft rounded foldBleatssewn into place are called tucks.

Cumming et al (2010) stated thaiccordion pleating is a form of tight pleating
which allows the garment to expand its shape when the wearer moves. idc¢dedtis
also ugd for some dress pleats such as pleating the end of the, @tbwhe fullness of
pleat gathered closely at the cufhe authorseported that this form of pleating inspired
the skirt dancing of Loie fuller, accordion pleats may also be teggwducehand fans.

Brooks (1957 observed thatbox pleats arc knife pleaendback to backBox
pleats create more fullnesssthey also create a bulkier seawhile inverted box pleats
have the fABoxo on t he .Canl $1D63)estatedant darridge t h a n
pleats are used to gather a large amount of fabric into a small waistband or armscye
without adding bulk to the seanfihis type of pleating allows the fabric of the skirt or
sleeve to spring out from the seam. Arnold®&95 noted that during 15th and 6th
centuries, this form of pleating was popular on garments of men and women. Cartridge
pl eating was resurrected in t hshaped8kiiOtds t o
the fashionable narrow waist. Catbg3 stated thatfluted deats are very small, rounded

or pressed pleats used as trimmings. Arnold (1985)allservedhat fluted pleats are
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crisp pleats set in silk fabrics by designitariarno Fortuny in the early ﬁ‘OCentury,
using a secret pleaetting process which idils understood Honey comb pleats are
narrow rolled pleatswhich are used as foundation for smokifdhe authorstated that
knife pleats are used for basic gathering purpdsey form a smooth line, rather than
springing away from the seam they haverbgathered to. Knife pleats can be recsaphi

by the way they overlap. Kohlel963 observed that organ pleats are parallel rows of
softly rounded pleats that look like the pipes of a pipe orgheseare made by inserting
one or more gores into a pawéffabric.

OwenandGale (2004) observed that plisse pleats are narrow pleats that are set by
gathering fabric with stitablg wet ti ng the fabric and fAsett
wet fabric to dry under tensioff his techniquewas found in the 101 century Viking
graves in Brika. Rolled pleatas stated bthe authorcreate tubular pleats which run the
length of the fabric from top to bottorithis is achieved when a piece of fabric to be
pleated is pinched and rolled until it is flat againstrést of the fabricforming a tube.

As observed by Brookd 957, Watteau pleats are one or two box pleats found at
the back neckline of 18th century gowislate 19th century, tea gowns were produced,
used by costume historians in reference to thedessas portrayed in the paintings of
Antoine. It is worthy of note that clothing features pleats for practical reasioaisis to
provide free movement to the wearas well as for stylistic reasons.

Verily (1986) noted thattraditional dresses arevays influenced by garments
from neighboring states arountries therefore, no one can tell the origin of garment
embellishment or source of the structural aspect of dress design. Max (1990) stated that
international and local designers who favour ind@es and classic garmenembrace

new designs which are later embedded in indigenous styles, in some cases, older styles
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are reworked into new details with the aid of new technologipwever these new
discoveries are still relevant to individuals owmcounity today.

Dorling (1996) stated that decorative designs applregasments include gathers,
tucks, pleats, quilts, embroidery, frings, braids, sequins, appliqués and topstitching among
others. These are borred designs from foreign alreattyade garrants which are either
new or sourced from the second hand maftkenhd down boutique). Sudkesigns are
adopted and applied on most locally made traditional garments.

The following figures depict applied and decorative desigiese emanated
from varietyof places around the globe and from different des of which predate the

nineteenth century.

Fig.2L Women6s tubul ar dress of cotton,
and shells.

Indonesia (East Sumba) mid 20th Century

Source: Crill etal., (2009) World Dress: Fashion in detalil
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Fig. 2.3 Women 0 s skirt decorated Chnal k, C
(Hoklo people) 1980Valery M. Garret Collection
Source: Crill et al.,(2009) World Dress: Fashion in detail
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Fig. 2.4 Wo menods Shirt (Kurta) wi t h
Pakistan (Indus Kohistan, North-West Frontier Province mid 20" Century)
Source: Crill et al.,(2009) World Dress: Fashion in detail

rt (Kurta) wi t h,

Fig. 2.5: Wo menods Shi
Pakistan (Indus Kohistan, North-West Frontier Province mid 20" Century)

Source: Crill et al.,(2009) World Dress: Fashion in detail
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2.2.1 Structural and Decorative Desigrs

As observed by Okafor2001), structural design is formed when garment pieces
are joined together by seams, darts, @adbpleats.

Abling (1997) also stated thadtructural design is formed by stitching pieces like
collar, cuffs, yokes, and pleats togethHetings (1987)also stressed thatketching is the
first part of the design process; it is the fundamental tool tsedmmunicate seams,
darts, pockets, zipper, topstitches or buttdins not only an artistic pleasyreut also a
phase during which functional and structural design is execltedauthoistated further
that design relates to the size and shaparobbjectand thatthe attributes essential to
desigrs are simplicity, good proportioandappropriateness of materials us8&amplicity
in this context refers to lack of ornamentation. Holland@®3) stated thatevery part of
a piece serves a purpogse structural designgood proportion is necessary, materials
selected for a design should be chosen for the intended purpose without sacrificing the
aesthetic goalKnight (2008)observed that the structural design of a garment allows it
function. It detemines the texture, notions, construction lines and shapes as well as the fit
of the garment. Gawand Derke (979 and Frings (1987also stated thatesign of a
garment determines the;fivhere and how it will open and clgsaovement protection,
air drculation and safety consideration. However, the most successful designs are those
that meet their functional criteria and purpose.

According to Wolfe {989, decorative design is a surface enrichment of a
structural designand thatany line, colours omaterials that have been applied to a
structural design for the purpose of adding a richer quality, tmitstitute its decorative
design. Okafor2001) noted thatdecorative design is a surface enrichment added after
the basic structure such as buttotzce and frills are made. Tat20Q7) stated that

decorative design is made after the dress is stitched by placement of kuitentace,
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pleats and tucks; or by embroidering with different colours, patch work or dying. Kefgen
(1971 affirmed thatfor a dress design, different lines, curves, colours and textures are
used.The authorstressed further thahese elements should be blended in such a way as
to make the design attractive to achieve a good dekigpwledge of basic principlef

art is essential more alsoelements of art are used on the basis & phinciple that
guides designers in the proper use of various elements.

According to Knight (2008)some decorative ideas for garment embellishment
include topstitching,decorative machine tisching, machine and hand embroidery,
appliqué, beading, patchworkquilting, drawn thread, piping, couching, fringing,
gathering, pleating and smoking among others.

2.3  Clothing

Mckelvey (1996)observed thattextiles is the term given to all fabsjovhether
they are in one piece or madp into clothing or other items. Crai@973 stated that
clothing refers to any covering for the human body that is wainle wearing of
clothing is exclusively a human characteristics and is in all societies.

Clothing hasbeen used by human kind from the earliest times to fulfill many
purposes. OkafoQ0) st ated that every societyodos dr
protection of the human body against weather and insect bites. Flugel (1976) eiggest
that he type of clothing worn depends on functional considerat@iathingcan serve as
protection from elementgan also enhance safety from hazardous activities by providing
a barrier between the sun and the environment. Clothes can provide a hygidaei¢ barr
keeping toxts away from the body and limiting the transmission of germs. Clotist
protects people against many things that might injure the uncovered human body. Roberts
(2008 noted that clothes perform different social and cultural functiamsh sas

individual occupation and sexual differentiation as well as social status. Weekes (1997)
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observed thatin almost all societies, clothing sesvas a symbol of wealth, prestige,
occupation and sexand thaforms of dress include ritual and tradited costumes, casual
clothes, occupational dressésshionable dresses as well as costume for both sexes and
different ages. Goldnma(2005) noted thatthere are four primary factors in clothing
which are identified as comfort, fashion, feel and function.

Harry (1968) alsonoted that in hot climate, clothing provides protection from
sunburn or wind damage, while in cold climates its insulation properties are generally
more importantClothes act as protectionom elements including rain, snow and other
weather conditionsas well as from the suiClothesalso reduce the level of risk during
sporting activities or work.

Okafor 001 stated thatancientman probably wore no clothethusthey used
fire to keep themselves warrhaterthey covered themselvegth leaves and used skins
of animals to protect their bodies from insect bites and weather. Robert (2008) reported
that to archaeologists and anthropologist® earliest clothing likely consisted of leaves,
grasses of leather and furhe authorargue that knowledge of such clothing remains
inferential since clothing deterioratgquickly compared to stone, bgnghell and metal
artifacts Carl (1963) also explained that clothing of the early man was used for ritual,
ornamentation .and protection.

As reported by Rober2008 Archeologists have identified very early needles of
bone and ivory about 30,000 Bfound near Kosteki, Russia in 1988, as weltiysd flax
fibers that could have been used in clothing in a prehistoric cave in the republic of
Geagia, dated back to 36,000 @. Scientistsare skill debating when people starting
wearing clothes; as suctihe date of the origin of clothing remains unresolugdwever
Lawler (1989) recorded that the world earliest cloth was discovered in a prehistoric

village near the River Tigris in SouthEasternTurkey and has been carbon dated to 7000
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B.C. It is rare for textiles to survive fromatperiod called the Neolistic or New Stone
Age. Craig (1973) in support ofMcJimsey (1963)stated that the originfoclothing
remairs obscure since actual garments do not survive in archeological depdsits
authorhoweverstatedthat from discovery of bone needles, thereeigdence that sewing
existed as early as 10,000 B.C.

Barnett (1997) observed thdtom earlest times, some plants as well as animal
skins were used to produce fabritbe authoralso noted thaEgyptian mummies which
have been exhumeddom burial ground were found wrapped in binding of cotton and
linen. She stressddrtherthat Egyptians mduced fabrics ramgg from coarse sack cloth
to fine and tranzarent linen dresses which dabtack to 2,800BC Howell (1980)
observed thatkarly humans changed their way from being nomadic and started to live in
settlementsAt a stagecultivation of cdton and sewing began. Hollander 9B8preported
t hat although sewing was regarded as a wo
where mass fabrics were produced by working men. McKeN&pq stated that
clothing design in the earliest time was sim@lad took into account the effect of the
weather.
24  Embroidery

Embroidery is a textile adnd other handcraft of decorating fabeo materials
with needle threador yarn Miller and Lubell (185) referredto stitches agnother word
for embroiderythe authorstated that embroidery is as old as needlework and the needle
work i s as old as manos earl i est civilizeas
found in the ancientotnbs of Egypt dating from 5000 B&/adcel (2004) observed
that the arof embroidery has long been associated with the dress trade and even in the

past with the tailors profession.
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Rogers(2005 definesembroidery as the embellishment of a fabric with designs
worked inthread with needleBaker (1991) also stated that emdeyy is often used as a
design feature to decorate fabric.

As observed by Ahuwan (201Qhe art of embroidery has existed for centuries
andhas integrated many aspects with visuals that employ fabrics, threads and needles to
express idead he authorstatedthat history has it that embroidery of other countries are
identified by designappearance as exemplified as follows:

- French embroidery is silky with small designs

- Japanese hand embroidery is lavish on Kimono and has large designs

- Philippine has small designs

- Mexican drawn work is worked in lacy spider web

- Chinesehand embroidery i$ine and is vorked on delicate plain fabrio silk,

satin damask om gaugefabrics.

Due to observation by the researcher, embroidery work on germmeKaduna

where the researcher resides is done successfully on brocade fdlyacent

it has been observed thate a v y machine embroidery on

fabrics on ladies blousgs the current trend in Kaduna metropolis.
24.1 Machine embroidery

According to Knight 2008, many contemporary embroidery is stitched with a
computerized embroidery machjnesing patterns digitized with embroidery software. In
machine embroidery, di fferent ofinslped workof Of i
Machine embroidery is used to add logos and monograms to business shirts, caps,
sportswear, gift items and team appardiscoration of household linens, draperies and
decorated fabrics that mimics the elaborate hand embroidery of tharpgstsently in

vogue
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24.2 Bead Embroidery

According to Rampel (2000)embroideing beads onto clothing or other falsic
and leather objects is a timie honoured craft. Bead embroidery can enhance and
embellish clothingo create effectsrangingfrom counteri culture tohaute coutureit
can adorn yokes of dresses, skirtdouses as welas waist bandireas collars cuffs,
sleeves and pockets$ can also decorate vestsshirts, jackets, belts, hats, scarves, shoes
and bagsSeedbeads,bugle bead and large beads can be used to create embroidery
designson edgings and fringes. Embroidery da@ madedirectly onto a garment or other
articles, it can also be made on a piece of cldtich can be sewn on an articl€his
methodis calledappliquéaFrench wordneaningio apply orput on.

Singer 000 also stated thabeadwork punctuate the surface of a fabric with
texture and dazzling colosircreating a dcal point on a garment while beads dispersed
broadly overthe fabric surface serve as a saeldccent, both machine sewing and hand
stitching techniques are used for beadwork, macéeéwéng isused to couclandstrung
beadsonto fabric foroutshiningedging or freé form lines Knight 2008 also affirmed
that beads could be hand sewnfadric individually in rows using special stitches to
createa desiredeffect; it is also possible to machisgtch individualbeads with holes
large enoughio accommodatéhe machine needleghis makes it possible to incorporate
beaddnto freei motion macine embroidery.

24.3 Embroidery: An African heritage

According to Alakija (2008), embroidery is an aesthetic stamp of the African
outfit. Modern designs are given exotic embroidery patterns. The history of embroidery in
Nigeria dates back to centuriedthaugh it is not indigenous to the country, it has

however become an integral part of the mode of dressing of the Nigerians.
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According to Ogundiyile (1985)the art of embroidery has been practiced
extensively by the Haugaeopleand powers havébeen attehed to various embroidery
works worn by the Emirs. The Hausas wear long robes and caps that are heavily
embroidered for ceremonial occasions.

Hearthcote (1979) stated that the Hausa people of Northern Nigeria have long
been knowrfor their production of wluminous robesknowna s fi b a b avrharercihg a
handembroidered in a rangef embroidery stitches, these are mainly done by men in
styles and designs, usiegtton andsilk yarns. Maiwada and Renne (2007) statedttiat
Northerntown of Zaria city is enownedfor the production of elaborately embroidered
robes worn by men throughout Nigeri a, know
these garments armaade inthe old walled section of the town called Zaria city. The
authors stated further thatihar i a, the production of exter
rigaod was primarily by commission of | ocal
new styles of robes and materials used, inclu@imiproidered patterns were introduced
through the long ditance movement of people, either by strangexgdling througha
particular kingdom by traders or by those who have ttaged t o Mecwha on il
broughtrobes backvith them Maiwada and Renn¢2007)also stated that the production
of embroidered roes expanded greatly during the nineteenth century after the
establishment of the Sokoto caliphate by Shehu Dan Fodio in 1809. The authors however
stressed that was precisely during the 1970 that a few women began to embroider not
only capsanbuwut ga d b,awthhmahyeZaria @ity en moving into
machine embroidery work during the 1960s and afterwards, the continued demand for
lighter 1 weight handembroidered robes was filled by women who learned to do this
work from their brothers, sbands, as well as from young boys who kamtbroidered

when visiting womends homes during the 197!
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Plate:. A man produci ng a goomugimg&dderegabr oi der y
Source: Maiwada and Renne (2007) Textile HistoryThe Journal of the
Pasold Research Fund Ltd
As observed by Jefferson1974 Gorgeous voluminous robes intricately
embroideed garmentsare symbd of prestige and rank in the Nupe and Hausa societies.
The authorobserved thatthree types of stitchesere used primarily by the Nupe and
Hausa embroiders; the chain stitch, buthahe stitches and couching. The stitching is
done with imported or indigenous silk thread on imported or-wamgen cloth.
De Negri (1976) also observed that Yoruba men have aébsmne embroidery
on clothing, especially on the neckline of
embroidery designs. These are used on bedspread, table cloth or wall hangings.
Machine and hand embroidery add beauty, elegance and aesthetizsnenty
when they are strabarerggdc@Blopbpbac&af bandiBalt

items.
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25 Paper Pattern

According Simplicity (1987 pattern of a garment is the blue print on which the
basis of the fabric isut and thapatterns can be preal using brown papend news
paperfor rough drafts, while strong paper can be used for a parmenat basic blocks.

Campbell (199) defined drafting as a system of drawing patterns on paper with
mechanical precision on the basis of body measurements19uf) @lso defined pattern
drafting as a method of obtaining patterns by working from measurements of a figure
according to a set of instructignand drawing a shape on paper or cakdnstrong
(1987) in support of Tuit {976, also stated that pattermaditing is a system of pattern
making that depends on a series of form or figure measurement to complete a paper
pattern.

Aldrick (1985) affirmed thatdesigners frequently employ onetbéthree pattern
creation methods. The flat pattern method whicfirkeewith the creation of a shape on a
block; the sloperusually made of a lighteight cardboard or tag board without seam
allowances or style detail®ncethe shape of the sloper has been refined by making a
series of moclup garments called toilethefinal sloper can be used to create patterns for
many styles of garments with varying necklineieeves and placements of decorative
and structural designs.

According to Morton (1965), pattern drafting is the primary preparation for
creating garments. Dung drafting, the initial measurements and adjustments are done on
paper After drafting paperis placed over the drafted patterns, seam allowances are
added Theseare later cutout and placed on actual fabric for garment making, while
slopers are latgroduced and kefbor future production.

Armstrong (987 also statedhat another alternatives to wok directly on a

dress stand; either by using a cheap fabric such as calico or muslin, which can be later
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used as a pattern to cut the fabitis sygem is known as modeling. Modeling is a
method of making a pattern by manipulating muslin to create a style on a dres3lséand.
authorstressed thato a dressmaker with creative ability, this method of producing a
pattern can be satisfying; and to mbdeccessfully, a dressmaker must have a sense of
proportion, lineand a keen sense of accuracy.

As observed by Tuitl©976, there are two stages in pattern drafting, the making of
a set of five basic patterns knomdiygntheas nbl
adaptation of the style required in pattern draftiBgsicpattern set consisof front and
back bodice, skirt, trouser and sleevBlseseare drafted for each figurenddeveloped
without design featured he basic set are traced for the ptigion of the blocks to the
style required.

Bame (1972) and Tuitl976 report thatthe basic pattern is a simple design free
of fashion details. It has the minimum number of seams and structural darts that are
necessary to fit the body curves. Apadnfrfull scales, basic patterns are also available in
different scales.

Campbell 199) stated thatpaper patterns from different designs can be drafted,
manipulated for various styles and stor&tie author furthestated that the master plan
with alternaions can be produced, and stored lasato develop other styles.

Aldrich (1995) noted that, free hand method of pattern making is a method
whereby tailors or designers mark styles on fabric or paper and cut. This method lacks
precision though, it ismme saving. It is worthy of note that several fitting faults normally
occur in garments made using this method. The author stressed further that, designs
produced using free hand cutting are always difficult to repeat, when orders are made. For
other method, pattern and markings are normally kept for future production and

references. Intricate designs are not easily obtainable using freehand method, and where
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designsare made, a lot of fabric is wasted before perfection is achieved. Pattern drafting
is an ntegral part of the garment industry. As observed by Butteti@klj, patterns are

the major master plan of any dress making project. The designers are guided by the
construction symbols to make sewing easier and accurate.

26  Stitches and Seams

As obsered by Butterick (1977), exhibiting some stitches and seams on garments
can be creative. Some of the handchts for clothing constructicare basting, padding
saddle, whipping, diagonal, feather and back stitches among others. Tacks are also done
during construction for markings. Bdack, a straight renforcement tack is also used at
the end of a hand worked button hole or at the corner of pockets. Top stitching at the right
side of the fabric contributes to a special decorative touch on garments.dbdhee
special seams include top stitch seam, lapped, welt, slot, corded and piped seams among
others. Since the wrong side of a garment is as important as the right side, all seams
should be finished using the most suitable methods.

As observed by Knigh{2008) a seam finish helps the seam allowances by
supporting the garment shapes and prevents raveling. Seam finish techniques include
hand overcast, which is suitable for most fabri€arned under method is usedor
lightweight fabrics and plain woven r#ietics,while pinking is good for firmly woven
fabrics that does not rav@lhe edges should be pinked with pinking or scalloped shears
machine zigzagould be usedbr fabric that tend to ravel easilyhile zigzag stitches are
used to reenforce rawedges. Smaller zigzag stitches are used for lightweight fabrics
while larger stitches are used for bulky fabrics.

2.7  Clothing Construction
According to Vogue (1977klothing construction can be compared to the classic

art of sculptureWhile the sculpor is involved in manipulating clay, carving or casting a
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form, clothing construction is involved with touching, appraising and working with fabric
that will be molded and shaped into a thdemensional designA designer therefore
uses the fabric to méast his or her ideas about fashion.

Mazumdar and Vatsala (2004) reported tleadthing construction is one of the
basic functions of fashion designing; and for effective construction of cloths, adequate
knowledge and skills in sewing for converting riabinto garment is essential. Jewel
(2000 affirmed that selection of a good sewing machine with various functions for
piping, ruffling, pleating, binding darning, hemming, making buttonholes, and attaching
fasteners among others should be acquired;ewthi¢ application of the principles and
elements of clothing construction, adequate knowledge of sewing techniques and
methods, as well as the selection of appropriate sewing accessories and pressing
techniques,as well aspaying attention to final detailén clothing construction is
necessary inroer to produce attractive garments.

Gawnand Derke (1975) noted thgdrments are designed considering three major
aspectsstructure, function and decoration. Kefgen (I)9@bserved that clothing should
be struatirally effective and appropriate for consumers neddle functionally, clothes
should portray the activity a person performs while wearingdtoratively the garment
should fit the wearer. However, Davis980 observed thathe above three aspscare
fulfilled in a garment when the elements and principles of design are appropriately put in
placeWolfe (1989 observed that eyesawe from colour andilhouette to the design of a
garmentandtwo types of designs that are important in dress makindharsttuctural and
decorative design
2.7.1 Garment Trimmings

According to AdamteyZ008), in clothing, trimmings are all other materials used

in garmentdesignsapartfrom the fashion fabri¢ selectionof suitablesewing threads
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press studselasti¢ hodks and eyes, zipbuckles and buttons is mandatory. Nelh379
also stated that decorative and ornamental trimmings include ribbaes, tanges,
beading, tucking, braiding and also making use of printed fabric to accent a gahmaent;
author further statedthat ornaments include jewellery, buckles, flowers, tassels and
rouleaix. These are applied to give emphasis to a particular area on a gdoneeauty.
However if trimmings must be usethey should harmonise with the garment fabric.
28  Fashon Designing

According to Waddell (209, design means to have a mental plan, make a
preliminary sketch or delineate an idea or concept in advance or realization. Nelms (1976)
also defind fashion design as the art of the application of design and aestbenatural
beauty to clothing and accessories. Fashion deals with a wailldsoén. Frings 1987
stated thatthe fashion designer conceives an idea, experiments with several alternatives
in a sketch form, makes a choice from the conceived idedupes a pattern from the
sketch and designs a toile from a cloth sample before manufacturing. Cater (1977)
observed thatdesign ideas sometimes originate on the drawing board, starting with an
idea for a Silhouette. Davisl980 affirmed that designerssometimes experiment by
sketching on paper, considering design elements two dimensicailyat the same time
imagine how the garment will look three dimensiondtlgfore it is made up in a fabric.
McJimsey (963 stressed thafor a designer to desigwell, he or she neasdo have
knowledge of fashion and be able to malgegarmentshave a good tast&nows how to
select colours, cloth textures and the application of principles of design. The principles of
design are the guidelines for the use ofdlements of design. They are used for creating
and evaluating garment designs. For proper arrangement of the elements of design,
application of principles like balanceroportion, emphasis and unity/harmony are

essential. As observed by Tat987), the pinciples and elements of design are specific
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guides that help to create attractive garmenke authornoted thatto design a dress,
different lines, curves, colours and textures are used.

2.9  Elements andPrinciples of Design

2.9.1 Elements of design

Design as it relates to garment production deals with the attractive combination of
the elements of design according to design principles. The principle of design guides the
designer on how the elements are combined in a design, the success of asdesign i
determined by the degree to which #pplication of these design elements adh&resis
principles.

According to Okeke (1990), design can be described as an arrangement of
materials to produce a certain result. Ognat(1986) stated that the term idesin broad
concept has implication for most human behaviour, especially with redpect
manipulation of structural elements. The author stressed further that with the creation of
man himself, when various anatomical pieces were molded and structurechattave
know as human body; to the author, design means planning, order, structure and
organization to enhance effective operation.

According to Swami (2011), a design is a deliberate or well considered plan, it is
defined as an arrangement of lines,nfer space, textures and colours; it involves
choosing these elements and arranging them in order to get a good result. Weber (1990)
stated that fAbuilding blockso which design
elements of design which inclutlee, shape, space, texture and colour.

Adamtey (2008) observed that in clothing, elements of design arkedpp
basically in two major aes, these are structural and decorative; while Frings (1987)
stated that it is mandatory for a designer to incaigolin each garment a pleasing

combination of all the elements of design, which are colour, fabrication, line, shape, and
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detail. Swani (2011), Adamtey (2008), Weber (1990) and Frings (1987) all gave the
following information on the elements of desiag bllows:
A line is a series of points connected together to form a narrow path, lines

compose shapes, or forms, and may be vertical, horizontal, diagonal zigzagedr. cur

Fig. 2.5 Vertical, Horizontal, Diagonal and Curved Linesin the art of clothing
Source:Weber, J. (1990)
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The authors stated that on dress design, there are many lines within the silhouette
of a costume; some of the lines are structural, while others are decorative. Weber (1990)
observed that structural lines arenfi@d by sewing different parts of a garment together;
they include seams, darts, tucks, gathers, pleats and necklines, armholes, waistness and
hems, while decorative lines are created by adding trims such as braids, edging and
buttons to a garment, both wttural and decorative lines can create strong illusions; the
bolder the line, the more emphasis they create.

Frings (1987) stated that line is an important element of structure. Line determines
the direction of visual interest in an entire garment; ewuch as seams, openings,
pleats, gathers tucks, topstitching and trims contribute to the line direction of a garment.
The author stressed that lines have power to create moods and feelings. Vertical lines
suggest stability; horizontal lines are linesrgdt; they suggest repose, quiet and calm;
soft curving lines express grace, while diagonal lines imply powerful movement and
vitality. Zigzag lines create excitement. Lines also create optical illusions; these are lines
that fool the eye, making things be what they are not.

Adamtey (2008) stated that shape is the form or appearance of an item when lines
are combined; another function of line is to create shape. Shape as an element of design
can be applied to selection of neck opening for various Ifagmes. Shapes are also
divided into spaces by seams, openings, pleats and tucks. Frings (1987) stated that a good
silhouette is composed of parts that in themsehege interestinghapes; there are
square, round, oval, rectangular and triangular shape author also observe that the
finishing touches a designer adds to a garment are the details; these include trims and
structural designs; she however stated that the best results are obtained by using the

principles of design in their application.
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As observed by Okeke (1990), the concept of colour is one of the most important
and striking element of design; the colour of cloths people wear registers on the mind; as
such, they are easily remembered and described by the colour of garment worn.

Colours convey many messages, they act as symbols, influence mood, and create
optical illusions. Common colour schemes include monochromes, analogous,
complementary, split complementary triad and neutrals.

Craig (1973) and Frings (1987), Tate (2007) gawe fallowing information on
possible colour combination. Monochromatic colour scheme employ varying values and
intensities of one hue, (mono means one and chrome means hue or colour); textural
variety is needed to create interest.

Analogous colours lie s& by side on the colour wheel; if used together, the
authors stated that these colours present rhythmic exciting effect on a garment.
Complimentary colours are opposite each other on the colour wheel. The contrast makes
both colours more intense; complintary colours may be used in equal amounts or one
colour may merely accent the other. The authors also stated that a triad is a combination
of three colours equally distant on the colour wheel, in garment making; this colours are
unusual colour combinan, except in the production of stage costume.

Colour can also create illusions. Frings (1987) stated specifically that a garment in
one colour can add to the illusion of height, while warm, light or bright colours advance
visually, making a design seerargjer. Intensity and value contta according to the
author are frequently used to disguise figure problems. (Camouflage).

Swar mi (2011) stated that the word text
meaning weaving, the author also observed that thid w8anvariably used to mean the
surface or quality and the feel tactile property of the substance (fabric) for practical and

decorative purposes; texture and character of a fabric depends on fibre, yarn and weave as
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well as the appliediesign orany supemposed pattern such as embroidery. The author
stated that textures can be smooth, rough, fine, coarse, supple, stiff, estrous, dull, metallic,
stony, transparent or opaque. Textures however affect colour, drape and silhouette.

Adamtey (2008) in his conbutions stated that textures can be used to advantage
in clothing design to create interesting feeling; for example a slim figure can add bulk to
the body, thereby increase in body size while hiding undesirable dimensions of the body.
2.9.2 Principles of design

Principles of designs according to Swami X2P are the results of using the
elements, the principles of design are the recipe of a good art work. The author stated that
the principles combine the elements to create an aesthetic placement othhtngsl
produce a good design.

The principles of design are the rules which govern the use of the elements of
design. Tate (2007) stated that the principles of design serve as guidelines for combining
elements. Designers may be able to analyse problemgarment making in terms of
balance, proportion, rhythm, emphasis and harmony. In garment design, emphasis is the
focalpointiI't i s the quality that draws a viewer ¢

Frings (1987) stressed that well planned emphaiisead the eye quickly to the
centre ofinterest;emphasis can be achieved with line, colour, texture, trims, structural
details and accessories. The author stated that rhythm can be achieved through repetition
of lines, shapes, colours, texturasd trims. Different ways to use rhythm which is
necessary to create interest in garment making include uniform rhythm, unequal rhythm,

progression or gradation, continuous line movement and radiation.
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Fig. 2.6. Emphasis in Dress Design
Source www.extension.iastate.edu/publication.2010

Craig (1973) observed that harmony is the pleasing arrangements of all the parts
of a garment. Weber (1990) also observed that harmony isvadhighen thedesign
elements work well together. The colours, lines, shapes, spaces and textures should all
belong. Balances observed as a result of equal distribution of weight from a central
point, balance can be achieved by maintaining equal amourtodst in either direction;
types of balance according to the author aréormal or symmetrical, informal or
asymmetrical and radial balance. Balance in fashion design can be achieved with the use

of features such as seams, decorative and structi@ighde
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Fig.2.7: Balance in Dress Design
Source www.extension.iastate.edu/publication.2010

Proportion in fashion design as observed by T20€7) is the principle thatofds
all the size of various components of a garment together, while the principle of unity in
garment making enhances each elentaeteby contributing to a harmonious production.

Oguntona (1986) observed that application of design principles is apendable
tool which no designer can afford to discard. Structural and decorative designs are
achieved through the effective manipulation of the elements and principles of design. For
perfect garment design, understanding elements and principles is cimtictdle
appropriate selection and placement of structural and decorative designs.
210 Commercial Patterns

According to McCalls (2008), Commercial Patterns are full scale paper patterns
prepared on the basis of standard measuremenhish are usually prodced on tissue
paper and packed in an envelope with many pieces of patt®raskrnan (965

observed thatommercial patterns were used by individual and industries to produce
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garments and accessories as early as 1854. Janeaten (1986) opined thatiabmmerc
patterns are designed to be disposablesttml garment creation proces$he author
affirmed that commercial patterns include paper outlines of dress styles ang notes
explaining construction guidelines and table of measurements.

Knight (2008 noted that using a commercial pattern is a common method of
creating garmentandthat a wide range of pattern designers that keep up with the latest
trends include VogueButterick, McCalls, Burda, Simplist New Look and Kwik sew.
Butterik (1977 observed thata range of garments can be made from standard
measurementAccording to Simplicity (1987¥tated that the pattern consists of 3 main
partsi the envelopewhich shows a diagram of the garment the instructional sheet
explaininghow to put items togetherral the pattern itself which isormally printed on
tissue paper.

Aldrick, (1985)further explained that commercial patternsléatiesand children
are usually styled according to bust measurements, while pants and skirts are sized
according to hip and lgth measurementthe authostated that information are normally
written on the pattern envelope for directiamd thatsuch information include garment
details, grain line on each pattern size, centre front or back, style number or code of
patterns, pagrn pieces, cutting information notches and seam allowances among others.
2.10.1 Construction Markings

Presented beloware the guide points for putting together and sewing garments.
Some patterns have many of these markings while others have a few dgpamdhe

design details of a styl€Canpbell, 1999)
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Table 1: Construction Markings, Source: Canpbell (1999)

S/N | PRINTED SIGN PERFORATED SIGN MEANING
1 O Lengthwise or wary
o direction grain of fabric
O
2 Weftwise or widthwisg
) g ©OO0OO0 grain of fabric
3 p O
/O O Bias on fabric
Or O O
4 <
Or © Place on fold fabric
« ¢ | o o
5 S~
e © 0 0 Dart
O O O
6 o O
Pleat or pleated dart
o O
7
S " -O—-0—O0—0—| Gather
8
_‘_“_ A A A Balance marks 0
matching notches
9 Button and button hol
@ | | ' I horizontal type
|
10
| ] Or D OO0 Central line of fabric o
fold line
11
1 A Zip fastener
12

Position of button
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211 Fashion Accessories

According to Impey (1998), fashion accessories are items that are used to
complement an outfit. Cuming et d (2010) also defined fashion accessory as an item
which is used Iin a secondary mdmemethorst o co
observed that the term roa into use in the 19th centyrand sincethen, fashion
accessories have been used tmnglement outfitswhich are chosen specificallyo
compl ement t he waa7 aso étated that adcessories arendgesratiye
items that complement garments, and for a total fashion look, accessories such as Jewelry,
gloves, handbags, hats,ltise scarves, wrist watches sunglasses, stockings, ties, leggings
and tights coordinated with apparel are nee@&eadker (1991) also stated that accessories
are important design feature on fashionable garments all over the vaoddthat
accessoes such @ wrist and headbands play an important part in the overall look of the
wearer.

Cummingset al (2010 observed that fashion accessories are categorized into two
areas, those that are carried and those that are worn. Carried accessories include canes,
handfans, swords, handbags, parasols and handkerchiefs among others, while accessories
that are worn may include boots and shoes, sandals, slippers, cravats, ties, hats, gloves,
muffs, Jewelry, watches, shawls, scares, socks, bonnets and stockings among others
Detachableaccessories can also include lapel piiseof the favoured forms of semiotic
distinction is fashiorbecausefashionable cloth accessories and body adornment are easy
for others to observe at a glané®r instancétems such as branded héwags, footwear,
jewelry are important status symbols, while head ties and hats send instant signals and
aspire social status.

As observd by Impey 1998, accessories play one of the most vital roles when it

comes to stamping designers identity on an outfaliru in Sunday Trust Tambari of
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20th December, 200page 3 observed that one of the most important pwirfashion is
for an individual to be able to ewdinate an outfit with accessories, while infusing

personal stylaccording tdashion trend.
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CHAPTER THREE
3.0 RESEARCH METHODOLOGY
3.1 Introduction

This chapter presents the methods and procedure used to cathysostudy.
According to Nworgu (1991)a research design is a plan or blue print which specifies
how data relatingo a given problem should be collected and asealy It provides the
procedural outline for the conduct of any given investigation. As observed by Sambo
(2005), a research process involves seeking empirical data with which to test a
hypothesis.

In order toachieve this, the researcher formutagedata gathering plan called a
research design. The design usually consists of the methods of data collection and how
the data will be anabgd. This research design enables the researcher to adequately
manage theancepts and ideas which are turned into variables when they are translated
into a set of valuesvariablesare empirical concepts that can take two or more values.
According to Sambo2005 most researds in education try as much as possible to
establisha relationship between one or more variables. If the relationship is that of cause
and effect, the variable that is supposed to be the cause is the independent wdmiigble
the variable that is supposed to be the effect is the dependent variable.(2NE)i
affirmed that independent variables are the condisi@n characteristics the researcher
manipulates in order to determine their relationship with the observed state of affairs,
though there may be many independent variables in the same studly anetnecessarily
manipulatedThe authoistressed thathe independent variables that are manipulated in a
research are sometimes referred to as treatraedtthatone can only describe an
independent variable or treatment variable by looking at thdysbeing carried out

because this depends on the variable of study.
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Ndagi (1999 also defined dependent variables as the characteristics that are being
predicted when statements of hypothesis are mHuey may change as the researcher
manipulates the irependent variables. There are four major types of variables. These are
Dependent, Independent, Intervening and Extraneous variables.

Dependent variables also known as criterion variables is the vardisee
variation the researcher observes. Independentbles are suppose to explain any
variation observed in the dependent varigbie which case, a direct cause and effect
relationship between these variables are establidhésltvening variables are those
characteristics that cannot be controlled measured directly though they have an
important effect on the outcome of the research under .stumyrelationship is usually
not a simple one of cause aeffect; they intervene between the cause and effect. These
variablesare anxiety, fatigue and mwadtion among others.

Extraneous variables are those that prevent; attributing all the changes in the
dependent variables to the independent variables. These are characteristics such as
intelligence, sex, age and personality. These variathllesesearar may not be able to
control. Therefore, independent variables whose levels are set directly are called
manipulated variables, active variables or treatment variables.

The research study is descriptieecase study of fashion designers and tailors in
same selected areas in Kaduna Metropolis. The strategies of this gta3foreinclude
preliminary preparation, fieldwork, selection of population, sample and sampling
techniques, description of instruments and the procedure for data collection ans.analys
3.2  Research Design

The research is a case study of fashion desigmedgailors involved in the
production of ladies garments in some selected areas in Kaduna Metropolis. They are

staff and students of the Department of Textile Technology anddraBl@sign, Kaduna
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Polytechnic main campus, Kadynselected fashion designesasd tailors located at
Unguwar Rimi, Kakuri, Barnawa and Gonigora, all in Kaduna Metropolis. The research is
descriptive. It involves investigating, recording, documentationlecitdbn of data,
analysing and interpreting data. This research procedure is strongly recommended by
(Nworguy, 1991).

The research is both descriptive and participatory. (Action research). The
strategies of this study include fieldwork, selection of pdmrasample and sampling
techniquesgescriptionof instruments and the procedure for dad#lectionand analysis
WatersAdams (1997) stated that descriptivesarch is a study designed to depict
participants in an accurate way, while Obien (1998)nddf action or participatory
research as a research either initiated to solve an immediate problemefbection
process led by individuals to improve issaesl solve problems. In essenties purpose
of action research strategies is to solve a padrquioblem and to produce guidelines for
best practice (Obien 1998). Thesearchetherefore adopted the action research method
which is participatory to produce garmeriiased on the elements and principles of
design.

3.3  Population of the study

The poplation of this study was made up of staff and students adepartment
of textile technologyand Fashion DesigrKaduna PolytechnicTudunwada Kaduna
selected fashion designers and tailors locatedrauwar Rimi, Kakuri, Barnawa and
Gonigora
3.4  Sanple Size and Sampling Technique

Respondents for this studyere randomly selected. The major aspdwit dealt
with, was selected staff and students of the Department of Textile Technology, Kaduna

Polytechnic and the selected areas of study. As observBididy (1999, sampling can
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be employed as a scientific method of reaching an entire population in research because it
may not be practically possible to reach out to an entire population under investigation.

A random sample of@ (two hundred respondentsherefore werselected from
the research areas. Forty (40) structured questionveetresyiven to respondents in each
of the selected areas. The researcher addpé simple random sampling technique for
this study. ltwasassumed that samples talfeom these areasauld constitute a valid
source of informatiomo be collected and analysed.

The researcher aldook photographs of completed garments with structural and
decorative designs for documentation because fashion des@métsilors were not
willing to release their customégarments as samples.
35  Survey Instruments and Data Collection

The methods used to elicit information for this studye: Oral interview, direct
observations, photography and structured questionnaires. A trairgstaaswas
employed to help the researcher to book appointments with the respondents and to
interpret in case ofanguage barrierand to assist in recording information during
discussion The researcher and the research assistaok photographsof competed
garments and sewing equipment dacumentation.

Data collectedwere analysed using frequencies and percentages to describe
information elicited from respondeniBhe researcher produced some garments according

to one of the objectives of the stu@yremodel garments produced by respondents
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CHAPTER FOUR

4.0 PRESENTATION AND ANALYSIS OF DATA
4.1  Introduction

This chapter presents analysis and research findings of this study. Results obtained
were put into tablewhich were convertednito charts. Frequencies and percentages were
used to analyse the variabl@he statistical package (SPSS) 20th edition was used to
carry out the analysis. A total of 200 respondents were the sampled population for the
study. Due to the nature of the dathich was exclusively qualitative, frequencies and
percentages were used to analyse the variables. The first section presents the data analysis
of the bio data, variables of age, marital status, sex and educational qualifiaéuilen
the second part presmts answers to the research questions with the variables
corresponding to each research questieor emphasis, theutcomeof some of the

variables arg@resented in charts.

52



4.2  Analysis of Bio-data
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Figure 4.1: Age distribution of respandents

Regarding t he r(B9%overdwithinh ayés 130 gears. WAilé
61(30.5%) fell within ages 25 years, 3115.5%) were within the age bracket of-26
30 years, 35 representing 1#bwere within 3135 years, while 2412.0%) were within
ages 3640 years, the remaining 13 representindp® fell within ages 41 years and
above. In summary, majority of the respondents were found within ages 15 up to 35 years
old. Specifically, the highest proportion of respondentse betweerages 2125 years

old.
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mSingle
® Married
m Divorced

B Widowed

Figure 4.2: Pie-chart of respondeng marital status

On the marital status of the respondents, a total of 117 representing Y&
singles 70 (35.0%) were married while 8 (4.0 %) were divorcedthe rest 52.5 %) were
widowed the overwrelming majority of 117 (58.86) of the respondents in this study

were single
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Figure 4.3: Respondents Gender

Regarding the gender status of the respondents in this studg2 &%) were

maleg while the remaining 1368.0 %) were female. This implies that most of the

respondents in this study numbering 136 (88)Qvere female

55



M.A/M.SC/M.Ed, 4

m M.A/M.SC/M.Ed
HB.A/B.SC

B HND

END

mSSC

W Primary Six

® Non Formal Education

Figure 4.4: Pie-chart of educational Status

On the academic qualification of the respondents, it was observed from the above
chart that 4(2.0 %) possessed the MMSC/MED, 31(15.5%) had BA/BSC as their
academic qualification, while 3@.6.0%) had HND qualification 7@35.0%) had ND,
while 40 (20.0 %) had SSSC certificate, 15.5 %) others possessed the primary six
certificate, the remaing 8 (4.0 %) did not have any formal education. This shows that
majority of the respondents numbering 102 (3k)0possessethe middle tertiary form

of education
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4.3 Response to Research Questions
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Fig. 4.5: Elements of desigin garment production

On theof elements of design in textile as related to fashion design, 106 of the
respondents representing 58d0chose colour, 3¢L6.0%) selected line as the element of
design in textiles as related to fashion design, whi{d.9 %) choseShape,3 (1.5 %)
chose details as elements. The remaining2500 %) chose other elements of design in
textile as related to fashion design. The outcome of this chart therefore revealed that
colour was the main element of desigrgarment productignan overwhehing majority

of 106 (53.0%) were of this choice.

57



M Proportion
MW Balance

W Repetition
W Emphasis

m Others

Figure 4.6: Donut chart on the grinciples of design in garment production

Regarding respondeidsiew on the principles of design garment production
48 (24.0 %) choseproportion while 87 (43.5 %) selected balan¢d 6 (8.0 %) selected
repetition 2(1.0 %) selected emphasithe remaining 4723.5%) choseother principles
of design ingarment productionmajority of the respondents chose balance as the

principle of design.
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Figure 4.7: Tools and equipment necessary for the production of structural and

decorative designs

Regarding the distribution of respondents on their opinion on the tools and

equipment necessary for the production of structural and decodsigns, 682.5%)

said it was needle while 26 (13.0 %) chosefasteneras too] 10 (5.0 %) said it was

patterns 41 (20.5 %) assumd the best toowas machine The rest 58(29.0 %) said

scissorswere the best tosl and equipment. This implies that neesllescissors and

machines in that ordavere the mostommonimportant tools and equipment necessary

for the production of structural and decorative desigriashion (Design) profession.
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M Laces

M Bias

m Buttons

Figure 4.8: Pie-chart on list of decorative trims for enhancing garment parts

On the responderidisting of decorative trims for enhancing garment pa8s
(40.0%) chose lacg93 (46.5%) selected biagherest 27 representing 13% assumed
buttonswere thedecorative trims for enhancing garment parts. Bhisws that majority
of the respondents numbering 88.5 %) chose bias as the most important decorative
trims for enhancing garment parfsllowed by 80(40.0 %) that considexd lace as the
most important decorative trims for enhancing garment patisrefore, bias was the

most common trim used by fashion designers and tailors.
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Figure 4.9: List of structural design materials for placement of structural designs on
garment parts

On respondenigesponse in listing the structural design materiat placement
of structural designs on garment parts,(39.0%) suggested interfacingvhile 35(17.5
%) listed nef 52 (26.0%) listed lining The rest 4321.5%) listed other structural design
materials for placement. This shows that interfaciagording to majority of the
respondents numbering {85.0%) was the best structural design materials for placement

of structural designs on garment parts
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H Construction Methods
m Fashion Houses
m Old Fashion Trends

B Market

Figure 4.10: Pie-chart on sourceof materials

On where respondents can source structural acdrdtivedesignmaterials, 19
(9.5%) said it was through construction methods, whilg235 %) said it was through
fashion houses 3816.5 %) said it was through old fashion trends. The remaining 121
representing 60.% said it was in the market. Théee an overwhelming majority of the
respondents numbering 1260.5 %) said they sourced structural and decorative design

materials from the market.
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B Running stitches
B Back stitches
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B Others

Figure 4.11: Pie-chart on dructural and decorative design stitches

Regarding the respondentssaver on type ostitches used for the production of
structural and decorative designs, @B.5 %) said they used running stitches, while
another 67(33.5 %) used back stitches, 18.5 %) used overcastting. Twentywo 22
(11.0%) used crosstitches the remaining 3{15.5 %) usel other type of stitches. This
implies that running and back stitchesre the most used stitches for the production of

structural and decorative design
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M Lapped seam
m Straight seam
W Slot seam
| Stud seam

m others

Figure 4.12: Pie-chart on sesams used for production of structural and deorative
designs

On the type ofeams used for production of structural and decorative dedign
(22.0%) usal Lappedseam while 111(55.5%) usal straight seaml8 (9.0 %) usal slot
seam Only 4 (2.0 %) usea stud seamthe remaining 2311.5%) of therespondents ude
other seams for production of structural and decorative desiynthe wholemajority
numbering 111(55.5%) usel straight seam for production of structural and decorative

desigrs.
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Figure 4.13: Techniques used for the production of structural and decorative designs

Regarding respondents distribution accordingthe techniques used for the
production of structural and decorative desjgd3 (16.5 %) applied pleats while 67
(33.5%) applied tucks 57 (28.5%) applied gathersl4 (7.0 %) applied trims. The rest 29
(14.5 %) usea other tchniques. In summary, the two most used techniques for the

production of structural and decorative desigpplied tucks andgathers
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B Machine stitching
B Hand stitching

I Heat press

B Embossing designs

m Others

Figure 4.14: Pie-chart on method of placing structural and decorative designs

On how structuraand decorative designcan be placedn garment parisa total
of 61 (30.5%) of the respondents usenachine stitching techniquehile 64 (32.0 %)
usa hand stitching29 (14.5 %) usal heat pressl (1 %) usael embossingthe rest 44
(22.0%) usal other techniques. Therefomaajority of the respondentssel the machine
stitching followed by hand stitching technique of placing structueald decorative

desigrs on garmenparts.
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Figure 4.15: Finishing processes in garment making

On how respondentsish up garments, 5{28.5%) said they turadand stitcled,
while 44 (22.0 %) said they usg Pinking method fifty -eight 58 (29.0 %) did so using
over locking the remaining4l (20.58 %) said they us# other means finish their
garments. This means thairn andstitch and over locking methoagere mostly used to

finish garments
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Plate Il : An Overlocker and sergingmachine for sewing and
finishing garments

Source:Barnawa, Kaduna

Photograph by: Mary A. Afolabi, 2014
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® Formal education
m Apprenticeship

M Inherited

Figure 4.16: Pie-chart on mode of Training

On how respondes learred fashion designing/tailoring, a total of {89.0 %)
learnt the trade through formal educationl11l5 (57.5 %) learnt theirs through
apprenticeshipThe rest 7(3.5 %) learnt fashion designingndtailoring by inheritance.
This clearly shows thatnaoverwhelming majority ofL15 (57.5 %) of the respondents
learrt fashion designing/tailoring through apprenticestigdlowed by formal education

numbering 7§39.0%).
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W Industrial design

B Fashion design

M Textile Technology
B Home Economics

B Clothing and textile

W Others

Figure 4.17: Pie-chart of respondentsrofessional training

The chart reveatk the distribution of the respondents according to their
professional training. It showed that (&0 %) were industrial designers while $89.0
%) were fashion designers,(8.5 %) were textile technologists. Anothe (4.5 %) were
home economists, coraped with 20(10.0 %) who were in Clothing and Textiles. In
ot her words, maj ority of the res@»¥ent sbd

read fashion design.
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Figure 4.18: Mode of operation of fashion designers and tailors

On the node of operation as fashion designamsitailors, a total of 127 or 63%
operated as a one man business, whild28/5 %) operated as a small scale industry,
seven 7(3.5 %) operated as a large scale industry, the remaini(@y3%) operated in
otherforms. This implies that over whelming majority of the respondents operated as a

one man business.
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B Manual sewing machine
M Industrial

W Others

Figure 4.19: Pie-chart on type of sewing machingespondents use

Regarding thetype of sewing machinéhe respondents us87 (48.5 %) usd
manué sewing machinecompared witlv9 (39.5%) that use the industrial machirtee
remaining 24 representin@l2.0 %) use other type of machines. Majority of the

respondents either use manual sewing mashuinadustrial machire
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Plate lll : Garment Laboratory where structural and decorativedesign
garmentsare produced by students

Source: Department of Textile Technology and Fashion Design Kaduna
Polytechnic

Photograph by: Mary A. Afolabi, 2014
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M Less than 1 Year
m1-5Yrs
B5-10Yrs

B 10Yrsand above

Figure 420: Donutchartofre spondent sd experience i

According to the abovehart, on how long respondentiave been producing
garments, a total of 6(B3.5%) said less than 1 yea#7 (33.5%) have been producing
garmens for between b years while 49 (24.5%) have been in garment production for
between 5 10 yearsThe remaining 178.5 %) have been producing garmsibr over
10 years. This implies that majority of thespondenteiumbering 134 representing 67.0

% have been producing garmsifior between 1 and 5 years ago.
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B Traditional
m Contemporary

m Others

Figure 4.21: Pie-chart of categories ofdesigns

Regarding the type oflarment the respondents produce (88.0 %) produce
traditional garments, 8#2.0%) produce contemporary garmgnivhile the rest 2412.0
%) produce other tym®f garments. This means that most of the garments prddvere

majorly traditional 9246 %), followed by contemporary 8§42.0%)
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M Fashion catalogue

B Fashion Magazines

W Internet

m Colleague/peer groups
m Media (TV)

H Others

Figure 4.22: Pie-chart on methods of getting design ideas

On hawv the respondents acquired knowledge on design ideg4,122%) said it
was through fashion catalogue, @®.5%) got their knowledge from fashion magazines,
while 26(13.0%) got their design ideas from the internet(22.0%) derived their ideas
from Colleaguesand peer groupspne (1) 0.5% got design ideas from the media (TV),

the remaining 3§18.0%) got design ideas from other sources.
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Figure 4.23: Customersd Response
The above chart revealed the respondents opinion accordinghdo their
customers were. It was discovered th§2 5 %) had politicians as their customers, while
62 (31.0 %) said their customers were civil servants, (38.0 %) customers were
business women. Twengeven (27) 13.86 said their customers were studeni® rest
36 (18.0%) said their customers were other people in the community. By implications,
therefore civil servants and business women were the main customers of the respondents,

based on the study.
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m Men only
B Women Only
= Children girls

| All of the above

Figure 4.24: Pie-chart of categories of designs

Regarding the categories pkople respondents design f&,(4.5 %) of the
respondents said they design for men only, whil€3@75%) said they design for women
only, 40(20.0%) design for children. The remaining 84 representing (%2.8aid their
categories of design include all the above. This shows that majority can design for all

categories of people.
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CHAPTER FIVE

5.0 FINDINGS, CONCLUSION S, IMPLICATION SAND RECOMMENDATIONS
5.1 Introduction

This chapter is composed ofindings conclusons, implications and
recommendations of the study. It includes the objectives, methodology and procedure for
the study. Based on the findings, conclusions and recommendations for future research
are presented.

The problem that led to the study was asslt of inadequate and unprofessional
application of structural and decorative designs on garments by fashion designers and
tailors in Kaduna metropolis. The same observation was also made on consumers of
fashionable garments as per quality of designs dn@ produced for them. The main
objective of the study is to investigate the level of awareness of fashion designers and
tailors on the use of elements and principles of design in garment production.

Photographs of garments produced by respondents spkayid alongside with

photograpbk of garments remodeled by the researcher
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5.2  Findings

1) It was established that majority of the respondents are not aware of the elements

and principles of design in garment production.

Shirring
(structural design

Plate IV: A blouse decorated with shirring.

The shirring that serves as emphasis (focal point) was not properly applied
Source: Barnawa, Kaduna

Photograph by: Mary A. Afolabi, 2014

Shirring
(structural design)

Plate V: A blouse embellished with shirring (Structural design 1)
Researcher.6s Concept
Photograph by: Mary A. Afolabi, 2014

80



Flare
(structural design)

Shirring
(structural design)

Plate VI: A blouse embelished with shirring, sleeves are
flare from the top arm. (Structural design 2)
Researcher.6s Concept
Photograph by: Mary A. Afolabi, 2014.

Machine embroidery
(decorative design

Plate VIl : Booboo decorated with machine embroidery. The
embroidery that serves as emphasis isot proportionate to
the size of the garment.

Source: Kakuri, Kaduna.

Photograph by: Mary A. Afolabi, 2014.
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Machine embroidery
(decomtive design)

Plate VIII : Boubou decorated with machine embroidery (1)The
embroidery which serves as emphasis is proportionate to the size of the
garment.

Researcherdés Concept.

Photograph by: Mary A. Afolabi, 2014

Plate IX: Booboo decorated withmachine embroidery. The embroidery
that serves as focal pointvhich is the point ofemphasis is not
pronounced.

Source: Unguwar Rimi.

Photograph by Mary A. Afolabi, 2014

82



2)

3)

Machine embroidery
(decorative design)

Plate X: Boubou decorated with machine embroidery (2).0On this
booboqg the embroidery that serves as focal point which is the point o
emphasis § pronounced.

Researcher.6s Concept

Photograph by: Mary A. Afolabi, 2014

Majority of the respondents identified needles, scissors and machines in that
order, as the most common tools and equipment.

The respondents considered lace as the most iemgodecorative trims for

enhancing garment parts, followed by bias bindings ardoit

Lace trims
(decorative design)

Plate XI: Placement of lace for decorations not properly applied on the blouse.
The decorative desigrsuppose taserve as the focal point (emphasis)

Source: Gonigora, Kaduna

Photograph by: Mary A. Afolabi, 2014

83



Main fabric

Lace fabric
(decorative design)

Plate XlI : Entire bodice of a buba covered with lace fabric, the motifs on
the fabric are totally concealed, except on the sleeve hem.

Source: Kakuri, Kaduna.

Photograph by: Mary A. Afolabi, 2014

Lace fabric
(decorative design)

Plate XIlIlI : Blouse decorated with lace fabric (An added dimension)
Here, the lace is applied appropriately.

Researcher.6s Concept

Photograph by: Mary A. Afolabi, 2014.
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Corded trims used
for emphasis
(decorative design)
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Plate XIV: A blouse decorated with corded trims below the
neckline. The decoration which is suppose to be the centre ¢
attraction is not pronounced.

Source: Barnawa, Kaduna

Photograph by: Mary A. Afolabi, 2014

Straight Corded trims
(decorative design)

Plate XV: A blouse decorated with straight corded trims for
aesthetics. All the elements and principles of design are obeyed in tl
production (Decorative design 1) The trims that serves as centre of
attraction are pronounced.

Researcherdés Concept

Photogaph by: Mary A. Afolabi, 2014
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Zigzag Corded trims
(decorative designs)

Plate XVI: A blouse decorated with zigzag corded trim$or aesthetics
(Decorative design 2)The trims that serves as centre of attraction are
pronounced.

Researcherdés Concept

Photograph by: Mary A. Afolabi, 2014

placement of buttons
for decoration

Wrong method of
joining at waist line

Plate XVII: Blouse decorated withbuttons.
Source:Unguwar Rimi, Kaduna
Photograph by: Mary A. Afolabi, 2014
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Placement oButtonsfor
decoration

Joining at waist line

Gathers

Plate XVIII : Blouse decorated with buttons and gathers
Researcherdéds concept
Photograph by Mary A. Afolabi, 2014.

4) It was revealed that interfag was the structural design material used for
placement of structural designs by respondents because it is the only one they
know.

5) The findings also revealed that overwhelming majority of the respondentsdource
structural and decorative design materiedsn the market.

6) It was established that back stitches were the most used stitches for the production

of structural and decorative designs by respondents.
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7) According to the respondents, the two most used techniques for the production of

structural ad decorative designs are tucks and gathers.

Tucks(structural design$

Trims (decorative design)

Plate XIX: A blouse decorated with tucks and trims. The tucks are
not properly set in place, while the trims are not properly applied.
Source: Tudunwada, Kaduna

Photograph by: Mary A. Afolabi, 2014

Tucks
(structural design)

Plate XX: A blouse embellished with tucks. (Structural desigr). The
tucks serve as a centre dadttraction, the application of the elements and
principles of design in garment production can be seen on this design
Researcherdés Concept

Photograph by: Mary A. Afolabi, 2014

88



8) Majority of the respondents used machine stitching followed, by hand stitching
technique for placing structural and decorative designs on garment parts.
9) It was established thatiin and stitch and overlocking methods were mostly used

to finish garments.

Generally, it was discovered that in most of the places visited, respondents were
fully committed to their jobs, taking measurements, cutting, sewing, applying structural
and decaative designs on garment parts and teaching appreriticesme ofthe shops
visited, the researcher noticed that the respondentshagrey their lunchin their
shops with theirsewing machinesas tables wherefood was placed by food
vendors. In otherplaces, the only time the researcher observed movement in
and out of the shops was when apprentices were sent on errand by their masters
to buy sewing accessorids,was also observed that majority of the designers were
dedicated to their w&, creating designs according to their level of understanding,
copyingavailable structural and decorative designs in fashion magazines as demanded by
customers. Some fashion deggnand tailors were also found copying designs from
samples of garnms brought to them by customgngere respondents operated as small
scale industry, it was observed that there was mutual understanding and good working
relationship, as designers interacted freely with apprentices, working together in unity,
degite the fact that some of them were masters in the trade. The researcher did not
observe any dichotomy among the fashion designers and tailors.

During the fieldwork, respondents gave answers to research questions without
much problem, though some ofetlrespondents could not communicate in English
languagewith the help of the research assistant, the researcher was able to understand
the respondents. Interestingly, the researcher was able to create awareness in identifying

colours on fabric and o colour can be selected for the placement of structural and
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decorative designs. Simple tips were given to some of the respondents on how to select
har moni ous colours. The fashion designers
on colour glection, it was also noted that respondents with no formal education were
aware that colour on fabric and garmatttacts therefore, selecting harmonious colours
for placement of tsuctural and decorative desiga important. The researcher also
educatd some respondents without formal education in fashion designing on how to
handle stripe fabrics when sewing for individuals because vertical and horizontal stripes
on fabric create two different illusions on the wearer. Tall people may look shorter when
stripes run horizontally on the wearer, while short people may look taller when stripes run
vertically on the wearer. T& was also noted by the respondents. In all the fashion
designing shops visited, designers were willing to show their designs to #aecies.
Perhaps, this was because the researcher and the research assistant had earlier visited the
respondents during the pilot study. The only problem the researcher had was that majority
of the respondents were not readyhavesnap shotsvith the regarcher, their reason was
that they did not know where their pictures would get to. They however allowed the
researcher take pictures of their designs, sewing equipmentoalgl however, the
researcher was able to take pictures of desigarments, egpment and tools as well as
pictures of few individuals who were willing.
5.3  Correlation of Research Findings with Previous Studies

Using the review of relevant literature, the questionnairgdivork experience,
respondersd answers to structured quiesinaire and oral interview, as well as practical
work on structural and decorative designs, the results have shown clearly that there exist
relationship between this study and previous works.

From the previous studies, Nkeoye (2009) observed that fabowmidpes for

variety, beauty and aesthetics appeal; and that designs on fabric are grouped into two
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classes; structural and applied design of fabric. This is quite true and obvious, during
fieldwork to the selected areas sitidy;the researcher came acro#erent categories of

designs, such as woven, printed, painted and embroidered. The researcher was able to
create awareness to respondents who were ignorant of the elements and principles of
design on fabric to always study fabric for garment making}; fithis should include

colours, motifs, stripeshapes, plaids as well as motif direction, before cutting in order to

get the best out of the fabric; so that the aesthetics of the fabric will not be distorted.
These advice according to some oftheredpernt s was an fieye opener

From the previous studies, Adamtey (2008) stated that, decorative designs which
are referred to as trimmings are all those items essential to enhancement of beauty and
aesthetics on garments, the author suggested that somesefcére however, enhance
garments when properly and carefully selected and appropriately placed. Therefore, trims
should be chosen carefully because decorative designs are relatively critical in the making
of garments. These suggestions seemed to be quédrt this study in the sense that
decorative designs are relatively critical in the mageof garments, if trims are chosen
carefully and appropriately placed on garments, the outcome of the garments will be
beautiful, appealing and attractive to a aonsr.

Frings (1987) also observed that the finishing touches that a designer adds to
garmens$ are decorative designthese include every seam, topstitching, buttons, laces,
and bindings. The author however suggested that decorative designs must not be
overdone, she stated further that the best result are obtained by using the elements and
principles of design to serve as a guideline for combining elements, she also stressed that
whether design elements are used successfully depends on how harmorieus te
garment. Designers may not consciously think of these as they sew; but when a design is

wrongly placed, the problem can be analysed in terms of proportion, balance, repetition,
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emphasis and harmony. This statement seem to be true in thesstuthe sense that as

soon as a garment is completed with structural and decorative designs, mistakes are
always obvious when designs are poorly selected and wrongly placed on displayed
garments, poor selection and inappropriate placement deperidhien i ndi vi dual 0O
of knowledge and exposure to the application of the elements and principles of design in
textiles as related to fashion design, some people may not see anything wrong on the
selection and placement of designs. A fashion designetadadmay be good artistically

in creating structural and decorative designs without adequate knowledge of the elements

and principles oflesign;in this case, designs may not be harmonious.

Nelms (1976) stated that decorative and strattdesigns usg on garments
include tucks, pleads gathers, shirring, appliqué, bias, embroidery, patch work and the use
of printed fabrics. This is quite true because in some of the study areas, printed fabric was
used as combination fabric for producing garments andsaories. This has become a
common trend in the study areas in Kaduna metropolis. Knight (2008) also observed that
decorative designs must harmonize with the materials on which they will be used,
decorative designs must be harmonious with the fabricstsited further that designs are
meant to add balance and attractiveness to a garment. This is true in the sense that if
decorative and structural designs are properly selected and applied, they can add to the
value of a garment and this will lead to a@tractive result from consumers.

Nelms (1996) suggested that, in placing structural and decorative designs on
garments, fashion designers and tailors should ask the following questions:

1) Are structural and decorative designs really necessarhidatdsired effect?
2) Will these designs help to accentuate the line, colour and the structure of fabrics?
3) Are these designs appropriately selected?

4) Will these effects add to the aesthetics and beauty of the garment?
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The author concluded that carefully censand wisely applied structural and
decorative designs can add to the value of a garment, attractive results ataaibed;
this is true, based on the experience of the researcher during fieldwork.

Wadde (2004) stated that designs of today are greatfiuenced by styles worn
in the past. Cloths are part of the continuing part of life, through different periods of
history; the researcher therefore through literature review noted that, fashion designers
and tailors in their search for new ideapfturn to the past for ideas; this is true in the
sense that during the fieldwgonlespondents were also seen using fashion magazines and
catalogues to get styles, few respondents were seen studying styles of some garment
gotten from mamhmlketbemautdiogune 0 (second hand
seen copying styles from garments collected from peer groups.

On garment finishing, ButtericK1971) stated that four methods of garment
finishing include; turn and stitch, overlocking, pinkiagd overcastting. Barked997)
also observed that the reasons for garment finishing is to prevent fraying, the author
stated further that to control fraying, a designer could turn and stitch with a sewing
machine, overlock or use pinking sheatse stated further that if this is done, the fabric
will not fray. This is quite true because during fietitk, majority of the fashion
designers and tailors used overlocking method, popularly known as (weaving) and turn
and stitch to finish up their gaents.

Based on findings from respondents and photographs of samples displayed, it is
obvious that the objective of the study has been achieved in the study area in Kaduna

Metropolis.
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54  Conclusion

From the findings and discussion examinatiorandremodelingof structural and
decorative designs on | adiesd gar ments i
are deduced:

1) Thoughmany of the respondents exhibited high skill in garment making, they had
limited knowledge of the application of theemlents and principles of design in
garment production.

2) Despite the fact thahere was total commitment on the part of fashion designers
and tailors in producing fashionable garments, less attention was given to proper
selection of structural and decovatidesigns as well as proper placement.

3) Majority of the respondents sourced structural and decorative design materials
from the market, the fewthat constructedtheir designsartistically were
respondents that passed through tertiary education and stasiedn designing.

Some respondents, who constructed without formal education in fashion
designing, were not precise in constructing. For example, when making different
categories of pleats and tucks such as spaced tucks, pin tucks, cross tucks, spaced
pleats, inverted pleats, knife pleats and box pleats, measurements were not even
between space.

4) Turn and stitch and overlockingethods, accordingp respondenisveremostly
used to finish garments It was discovered duringhe fieldvork that some
responderst failed to overlock completed garments, despite the fact that
overlocking machines were available, perhaps some customers cared less about

the finishing of their garments.
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5.5

1)

2)

3)

Implications of the findings to the Textile and Fashion Education

The findings and conclusions of this study revealed that different fabrics are
produced with variety of structural and applied designs, these fabrics are made
into garments by fashion designers and tailors using different techniques
creativity and methagl to place designs on garments for enhancement. During
fieldwork, the researcher observed that design ideas were gotten from fashion
magazines, fashion catalogues and the television; in some cases, from respondents
peer groups. Few designs were sourcethfsecondhand clothing (bend down
boutique). With the awareness created among respondents in the study areas, it is
believed that respondents will always study designs on fabrics before cutting and
sewing in order not to distomnotifs. It is also believedthat the study has
enhanced the knowledge of fashion designers and tailors in the study areas with
regards to the elements and principles of desigiarment production

The findings also revealed that, some respondents lack adequate knowledge on
harmonias colour selection when they need to place structural and decorative
designs on ladies garments, due to the awareness created by the researcher during
the fieldvork on simple tips on how harmonious colours could be selected, the
researcher is confidentatthe knowledge respondents acquired during fieldwork

on colour selection would be helpful.

The findings also revealed that structural and decorative designs are primarily
placed for garment embellishment. Frings (1987) stated that good decorative
designsappl i ed on gar ment s enhances?® bea
Appropriate selection and placement of structural and decorative designs on
ladie garments would definitely promote and increase saleability of &dies

garments in the study areas; therefothe problem of looking for foreign
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4)

5)

imported materials would be solvadade inNigerian fabrics that are made into
attractive ladie8 garments will be sort for, and patronized; hence, fashion
designers and tailors will be encouraged and challengectébe more attractive
colourful, structural and decorative designs on lajesments for the populace.
Textile designers will also be encouraged to produce beautiful and well designed
fabrics for garment production.

The study also revealed that mafprof the respondents chose interfacing as
structural and decorative design material for supporting the garment fabric when
placing structural and decorative designs on |@djesments.

I nterfacing, popul arly known awortfihgu mst a
part of garment production; especially for structuring. They are also used to
reinforce decorative design details. The choice of interfacing however, depend on
the weight of the garment fabric as well as the effect desired. Interfacings are
produced in light, middle and heavy weight. It is hoped that respondents would
choose interfacing appropriately for placing structural and decorative designs on
ladiegarments.

The findings also revealed that majority of the respondents operated on arone ma
business basis, fashion designers and tailors in the study area should team up to
exchange ideas and sgi small scale sewing industries, by so doing, the
researcher belief designers will learn from one another, develop good creative
skills in producingquality structural and decorative designs for enhancement of
beauty and aesthetics in the Nigerian society, the small scale industries established
can also serves as a training ground where people can effectively learn the art of
selecting and placingtructural and decorative designs on garments, people will

be empowered arfae self reliant.
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56 Recommendations
The following recommendations are made based on result of the findings from the
study.

1) The Bank of Industry should give fashion designerd &ilors soft loans so that
respondents can teem up to establish small scale fashion basibesause
overwhelming majority of them operate on a one man business basis.

2) The teaching of entrepreneurship education shoulditeeted towardgashion
design and clothing technology for sedimploymentithis will help students to be
knowledgeable in techniques of generating business ideas and \@rerasional
techniques of managirfgshion designingpusinesss

3) More modern fashion design schools shoulcséeup to train fashion designers
majority of the designers presently depend only on magazines for ideas on
structural and decorative designs.

4) Seminars and workshops on selection and placemestituaftural anddecorative
designs on ladiésgarments shdd be organized by specialistajority of the
respondents learnt fashion designing through apprenticeship.

5) There should be close linkage between fashion desigtelers andfashion
schools, so that contemporary ideas camiparted todesigners inte society.

6) The National Board for Technical Education should create more departments in
Polytechnics in the country where fashion design should be taught. The National
Universities Commission should also look into Universities that are inténeste
teaching fashion designirand create this departments in relevant faculties so
that fashion design graduates from polytechnics can go for degree programmes

in fashion designing.
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5.7  Suggestions for further Studies

Further studies should be madetba following:

1) Examination and remodelirgt r uct ur al and decorative d
any part of the country.

2) Embel |l i shing techniques suitable for chi

3) Innovation on tools, materials and equipment for the production of feehim
contemporary garments.

4) Adopting pattern drafting techniques in place of free hand cutting by fashion

designersand tailoran the country.
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APPENDICES

Plate XXI: Combination fabric decorated with buttons, slippers and a bag produced
using garment fabric
Source: Boutique, Department of Textile Technology and Fashion Design,
Kaduna Polytechnic
Photograph by: Mary A. Afolabi, 2014

Plate XXII: Applique on garment with footwear.

Source: Boutique, Department of Textile Technology and Fashion
Design, Kaduna Polytechnic

Photograph by: Mary A. Afolabi, 2014
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Plate XXI1l: Researcheradmiring appliqué on garments
Source: Unguwar Rimi, Kaduna
Photograph by: Research Assistant, 2014

Plate XXIV: Researcher and a student of Kaduna Polytechnic inspecting a
fabric in case of fault in production in his garment shop

Source: Tudunwada, Kaduna

Photograph by: Research Assistant, 2014
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Plate XXV: Machine embroidered blouse.
Source: Tudunwada, Kaduna
Photograph by: Research Assistant, 2014

Placement of
Appliqué

Plate XXVI: Researcher and a student of Kaduna Polytechnic
Inspecting an appliqué decorated garment.

Source: Barnawa, Kaduna

Photograph by: Research Assistant, 2014



Plate XXVII: A Sequinned garment on diplay
Source: Barnawa, Kaduna
Photograph by: Research Assistant, 2014

Plate XXVIII : Researcher admiring a ¢
Source: Barnawa, Kaduna
Photograph by: Research Assistant, 2014
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Placement of
Sequins
(decorative design)



Placement of roses
(decorative design)

Structureddesign achieved
by use of contrast fabric

Plate XXIX: Garment embellished with structural and decorative design

Source: Boutique, Department of Textile Technology and Fashion Design,
Kaduna Polytechnic

Photograph by: Mary A. Afolabi, 2014

Plate XXX: A blouse andskirt garment decorated with trims
Source: Barnawa, Kaduna
Photograph by: Research Assistant, 2014



Plate XXXI: Researcher interviewing a respondent
Source: Kakuri, Kaduna
Photograph by: Research Assistant, 2014

Plate XXXII: Researcher admiring a garment well decorated with
printed fabric

Source: Kakuri, Kaduna

Photograph by: Research Assistant, 2014

11C



Plate XXXIII : Researcher Inspecting an embroidered garment
Source: Kakuri, Kaduna
Photograph by: Research Assistant, 2014

Machinestraight
stitcheqdecorative
design)

Bias binding
(decorative design)

Plate XXXIV: A blouse embellished with machine stitches
Source: Gonigora, Kaduna
Photograph by: Mary A. Afolabi, 2014
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Trims (buttons and cords)
(decorative design)

Plate XXXV: Researcher commenting on trims used on a garment

Source: Kakuri, Kaduna
Photograph by: Research Assistant, 2014

Plate XXXVI. Researcher admiring a multicoloured machine
embroidered garmenti currently in vogue in Kaduna
Source: Barnawa, Kaduna

Photograph by: Research Assistant, 2014
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Plate XXXVII : Kaduna Polytechnic boutique where stuctural and decorative
designed garments are displayed.

Source: Department of Textile Technology and Fashion Design Kaduna
Polytechnic

Photograph by: Mary A. Afolabi, 2014

Plate XXXVIII : Decorated garments on display
Source: Kakuri, Kaduna
Photograph by: Mary A. Afolabi, 2014
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<+—— Decorated garments

Plate XXXIX : Displayed decorated kaftans and a blouse
Source:Unguwar Rimi, Kaduna
Photograph by: Research Assistant, 2014

Plate XL: A typical fashion designing shop iidnguwar Rimi
Source:Unguwar Rimi, Kaduna
Photograph by: Mary A. Afolabi, 2014
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Quilted area of the garment
(decordive design)

Plate XLI: A quilted garment

Source: Boutique, Department of Textile Technology and Fashion
Design, Kaduna Pdytechnic

Photograph by: Mary A. Afolabi, 2014

Tucks and trims
(structural and decorative design

A

Plate XLII: A blouse decorated with Tucks and Trims
Source: Unguwar Rimi, Kaduna
Photograph by: Mary A. Afolabi, 2014
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