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1. INTRODUCTION


Clothing is a basic human requirement, like food and shelter. The human race universally wears articles of clothing, known as dress, garments, apparel or attire to protect them against the adverse climate conditions. In its broadest sense, clothing is defined as the coverings of the torso, limbs, hands, feet and head. In most cultures, clothing was introduced as a method of protecting the human body against extreme weather conditions - strong winds, intense heat and cold. The close weaves of clothing avoid the ultraviolet radiation of the sun and the burns in the skin, protecting it from the heat. Finally, more impermeable weaves protect the human body from coming into contact with rain or snow, explains Yadav (2007).


Khadi cloth is made from natural fibers like cotton, wool, silk or combining them. Thus, it is an eco-friendly and heritage cloth. Khadi cloth is comfortable to wear. The wearer will feel coolness in summer and warmness in winter. This is possible because of porous fibers which are given a very gentle treatment during khadi processing. However, apart from the traditional users of khadi, there is a large section of consumer, who prefers khadi cloth as a fashion material. Its bright colours, softness and exquisite design have made khadi cloth a place of pride in the world of fashion bevels and bells, both in India as well as in foreign countries, states Joshi (2008).


Today, khadi fabrics are not just restricted to cotton, and have many advantages. Khadi blends with other fibers thus make raw silk khadi, poly khadi, tussar silk and many more. The fabric that was initially available only in a single almond hue is now presented in 30 alluring shades. The fabric has gained a global demand that promotes the fabric in a way; never before, khadi apparels are worn by the run way models displaying an array of out fits from bridal saris to beach wear; made from khadi fabric. The cloth has grabbed the eyeballs of international fashion designers, sprawling elaborate designs exclusively for khadi fabrics (fiber2fashion.cssilk.com).


Today’s youngsters demand more of khadi clothing because of its solitary looks and increasing demand. Khadi silk is already being extensively used as a base material for various garments, sumptuous and designer clothing made out of khadi fabric is also liked by the people, as hand work done on the entire coterie makes it looks more exclusion (www.wikipedia.com).


The most common outfit made out of khadi fabrics are the khadi kurtas and saree. They are designed in their own unique way, depending upon the type of khadi fabric used. Khadi kurtas and sarees are mainly made from khadi silk, which in itself is expensive clothing. It gives the wearer a rich and royal look, states Ezekiel (2005). New opportunities of khadi silk were created when Indian economy was opened to world markets. Depending on the style and pattern, these apparels are seen in store racks in a price range of Rs. 400-2500. There is a global demand for khadi silk produced both in the domestic and international market (khadi-n-crafts.blogspot.com).


The saree is the quite essential Indian female garment. The Hindu woman’s dress has evolved forum contact with other cultures. “The sari undoubtedly is the most sensuous garment ever”. “And the best thing about it is that conceals as much as it reveals”. Sari is of varied length from 5 yards to 9.5 yards tied loosely, folded and pleated, it can be turned into a working dress or party wear with manual silk, states   Bansal (2008). Women of all castes wear the sari, but the style, ornamentation, and geometrical and floral motifs used are influenced by the caste of the wearer and the region where the wearer lives, informs Mehta (2009).


Traditional Indian sarees are included as a part of designer sarees. Most of the women in Indian wear sarees. Some of very famous types of Indian sarees are silk sarees (www.articlesbase.com/designersarees). Today there is wide range of bridal wedding sarees collection available in very attractive colour combinations with heavy embroidery and patch work and appliqué all over the saree. The designer wedding sarees are designed to add grace and elegance to one’s personality. 


Surface enrichment is an art of decorating a ground fabric with print,paint embroidery stitches,appliqué and so on to enrich it and add to its beauty. Decoration on fabrics embraces a wealth of different historical and contemporary techniques. All over the world people continue to develop traditional and innovative methods to decorate garments or to create an art form that re-interpretes the traditional skills.


The designer's ability to work on the product gives an overall idea of the collection to be executed. The exploration of the sources makes the design unique and the research of the inspiration influences the garment ideas that emerge after the close observation. The first stage of organizing the thoughts and collecting images (Mood board) enable to channelize the creative excitement towards a cohesive collection. It captures the mood or flavour of the design project, as well as reflects the target customer. The in depth study and close examination of the preference of the customer stimulates the ideas about motif, colours & textures. Designing a collection is concerned with decisions of taste, choice and sensitivity and relies on the value judgments. The existence of value addition on sarees is not only cater to the consumer's needs, yet represent the designer's innovation which brings revolution in the fashion world. As the human tendency which always demands a change, a plenty of experiments worked upon by the designer, creates a difference with unique design features. The specific objectives of the study are to: 
· Find out the preference for khadi silk sarees. 

· Develop designs for surface enrichment on khadi silk sarees.

· Carry out surface design on khadi silk sarees.

· Evaluate the design features applied on khadi silk saree.

2. REVIEW OF LITERATURE

The literature for the study on, “Modification of Selected Khadi Silk Sarees as Designer Wear through Surface Enrichment” has been reviewed under the following headings:

2.1. Silk 

2.1.1. History 

2.1.2. Types 

2.1.3. Properties 

2.1.4. Characteristics 

2.1.5. Uses 

2.2. Khadi Silk Sarees

2.3. Traditional Indian Sarees

2.3.1. Design Features on Sarees

2.4. Pre-requisites in Surface Designing

2.4.1. Types of Design

2.4.2. Elements of Design

2.4.3. Principles of Design

2.5. Surface Trimmings and Decorations on Sarees

2.6. Design Research and Presentation


2.6.1. Research Boards and Fashion Design Presentation Board


2.6.2. Mood Boards 

2.6.3. Theme Boards  

2.6.4. Story Boards  

2.1. Silk 

Silk is the very fine strand of fiber that is a solidified protein secretion produced by certain caterpillars to encase themselves in the form of cocoons presents Singh (2008). The Indian silks are known for their fine quality, lustrous sheen and traditional colour, state Ojaha and Panday (2004). According to Reddy et al. (2003), Silk is the solidified viscous fluid excreted from silk glands of the silkworm and forms a filament, an extremely long fiber of several thousand feet in length. It is a polymer chiefly made up of amino acids mainly glucine alanine.

2.1.1. History 


Silk is the mystical fiber has a fascinating history, legends woven together. It was discovered in China more than 4500 years ago, reports Kosly (2001). For more than 2000 years silkworm rearing has been a monopolistic practice to the Chinese. The desire for this fabulous fabric established the “Silk Road” which stretched from canzhon in China to Rome in Italy, states Gillow (1999).


It was brought to Japan around 200-207 A.D. It was transmitted to the West in the third century says Akira (2006). In the 19th century China was the greatest producers of silk as well, during of 20th century Japan was in the lead, denotes Zurinch (1987). According to Vedic sculptures some kind of silk existed in India in prevedic times. Silk especially tasar silk has been mentioned in the old epics like Ramayana and Mahabharata, denotes Rajat (2007).


Mulberry silk culture spread to India by about 140 B.C. from China through khotan. Accordingly to some historians, raw silk was exported from Indian to Rome during the reigh of kanishka in 58 B.C. Even during the British period India was producing good quality of local silk fabric which was exported to U.K., and France, says Chaterjee (1991.
2.1.2. Types 

Several species produce proteinous fiber. These can be categorized into two types - Cultivated Silk
: Eg. Mulberry Silk and Wild Silk: Eg. Tasar Silk, Muga Silk, Eri Silk.

· Mulberry Silk: As name indicated these are produced by worms which feed on mulberry leaves. The most important one is “Bombyx Mori” which can easily be domesticated gorgeous and fabulous silk materials area produced out of this variety. In India it’s produced in West Bengal, Mysore, Tamil Nadu, Kashmir, Assam and Punjab reviews Jindal (2007). There are basically two varieties amongst the mulberry base silks in India called multivoltine silk and bivoltine silk. Most of the silk produced in India is of multivoltine variety. However, bivoltine silk is the prepared variety in the world states Sathiyavathy (2008).
· Tasar Silk: According to Ojha (2004), India is the only country where tropical tasar silk is produced. It is a wild variety of silk produced by an insect. Chattisgarh   rank third in tasar silk production in the country, where tasar yarn preparation is traditionally practiced by the female members of the weaver’s family says Moon et al. (2008).
· Muga Silk: The golden yellow muga silk is secreted by a semi domesticated multivoltine species. In a single year, four muga crops can be taken up. The crops have been named as Aherva tell Bhodia et al. (2008). The muga moth is a species that is to some extent domesticated in India. The muga silk is superior to the easser, in point of view of gloss and other qualities. It is commonly employed for the manufacture of mixed fabrics and for some kinds of embroidery states Susheela (1974).

· Eri Silk: According to Ealu (2004), Eri silk is also known as poor man’s silk because of their eri cocoons do not have reliability and the fiber of this silk is used for fabrication of quilt, chadar, etc.  Rearing of this silkworm is completely indoor almost like mulberry silk culture and the life cycle of the silk worm is completed in 44 days, during summer and 85 days during winter.
2.1.3. Properties 


Natural raw silk is a continuous protein filament formed from eleven amino acid describes Vijayendra (2000). The amino acids alanine and glycine, make up about 60% of silk protein. The structure includes acidic and amino (NH3) groups describe Grover and Gahlot (2004). The microscope appearance of silk is a solid opaque rod with fibrils views Venkidusamy (1996). The triangular cross section may be the result of slit like opening of silk secreting glands, opine  Gohi and Vilensky (1999). Silk is a very fine, regular, translucent filament. The length of raw silk fiber ranges from 750-1100 m/800-1200 yards in a single cocoon. The cross sectional views of silk filament roughly elliptical and the longitudinal view show a very irregular surface structure. Silk is highly moisture from humid atmosphere and lose or desorbs moisture in a dry atmosphere point out Vasumathi et al. (2007). 
On removing of sericin, silk, receives its well known softness and elegant luster. The handle of degummed silk is scroopy. Raw silk comes in many shades ranging from white to yellow; greenish to brownish says Gulrajani (1993). 

2.1.4. Characteristics 


Raw silk has a specific gravity of 1.33 but degumming gives pure fibroin having the lower specific gravity of 1.25. Degumming of the silk fibers become nearly white or transparent and gain in softness according to Bernard (1983). The silk gum affords some protection to the fibroin fibers which it coats and cements together so that, where circumstances permit, it is better to weave or unit with raw silk and then degum the fabric so produced. However to allow this the raw silk threads must first be softened with an oil emulsion so that they are more supple.


The silk worm is not quite perfect in its spinning of silk for the thread changes somewhat in diameter from the beginning to the end of the cocoon. The general tendency is for the fiber to become thinner towards the end. The fiber also vary from cocoon to cocoon says Hall (2004). Silk is comfortable to wear and cool in summer. It allows for brilliant colours. It has excellent draping qualities. It carries prestige states Ronald (2000). Silk is a natural insulation and draw heat away from the body in summer and reduces heat loss in winter. Silk is naturally hypoallergenic, resistant to dust and house mites, mildew and mould, providing relief for those with asthma or allergies.


 Silk comforters are suited to children, providing a light weight, breathable alternative to synthetic bedding. The major drawback of silk is that it can only be dry cleaned. It is difficult to iron. It is expensive and cannot be worn everyday says Ronald (2004) and (www.gracefulsilks.com).

2.1.5. Uses 


Silk is used for weaving carpets in Kashmir, as early as 114 A.D. according to Ramanadhan (2004). Brocades of varanashi, crepes, georgettes and chiffons of Karnataka, tie and dye crafts of Andhra Pradesh, Orissa, Gujarat, Rajasthan, temple saree of Kancheepuram and golden yellow muga fabrics. The nature colour of muga silk has replaced the use of golden sari. It is also used to make shawls and scarves. Eri silk is used for the preparation of furnishing items point out Koisur et al. (2003). In the U.S. silk is used for clothing including light weight suits, coats and slacks, jackets, shirts and neckties, robes loungewear hosiery and gloves. Silk is also used in lace, napery, draperies, linings, narrow fabric and a hand bag says Sheila (2005). Silk is used in tennis rackets fly fishing lines, racing cycle tyres, electric and electronics and automatic appliances remark Grover and Gahlot (2004).

2.2. Khadi Silk Sarees

Khadi cloth is made from natural fibers like cotton, wool, silk or combining them. Thus, it is an eco-friendly cloth and heritage cloth. Khadi cloth is very comfortable to wear. The wearer will feel coolness in summer and warmness in winter. This is possible because of porous fibers which are given a very gentle treatment during khadi processing. However, apart from the traditional users of khadi, there is a large section of consumer, who prefers khadi cloth as a fashion material. Its bright colours, softness, exquisite design etc., have made khadi cloth a place of pride in the world of fashion beues and bells, both in India as well as in foreign countries states Joshi (2008).

Khadi means any cloth that is hand spun, and hand woven. Khadi fabrics are different from handloom in a way that it is completely handmade, where as yarns for the handloom fabrics are processed at mills. Yarns of a khadi fabric are made through a spinning wheel, the charkha. Khadi fabrics that were generally considered as the second skin of the swadeshi revolutionists changed its uniqueness. It underwent a metamorphosis from that of a patriot’s fabric and a farmer’s apparel, to become a fashion fabric says Ezekiel (2005).

Today, khadi fabrics are not just restricted to cotton, and have many aspects. Khadi blends with other fibers to make raw silk khadi, matka khadi, poly khadi, tussar silk and many more. The fabric that was initially available only in a single almond hue is now presented in 30 alluring shades. The fabric has gained a global industry that promotes the fabric in a way; never before, khadi apparels are worn by the run way models displaying an array of out fits from bridal saris to beachwear; made from khadi fabrics. The cloth has grabbed the eyeballs of international fashion designers, sprawling elaborate designs exclusively for khadi fabrics (fibre2fashion.csilk.com).

Khadi silk is a natural protein fiber, which is woven into textiles. The shimmering appearance of silk is due to the triangular prism-like structure of the silk fiber which allows silk cloth to refract the in-coming light at different angles thus producing different shades. The tradition of wearing silk sarees in marriages by the brides is followed in most parts of Southern India. Silk is worn by people as a symbol of royalty while attending functions and during festival. Silk is elegant, soft luster and beautiful. Its good absorbency makes it comfortable in warm weather. Its low conductivity keeps warm air close to the skin during cold weather describes Karolia (2008).

As today’s youngsters demand more of khadi clothing because of its solitary looks and increasing demand. Khadi cotton is already being extensively used as a base material for salwar, suits, saris, shirts, sumptuous and designer clothing made out of sumptuous and designer clothing made out of khadi fabric is also liked by the people, as hand work done on the entire coterie makes it looks more exclusion (www.wikipedia.com).

The most common outfit made out of khadi fabrics are the khadi kurtas. They are designed in their own unique way, depending upon the type of khadi fabric used. Khadi kurtas are mainly made from khadi silk, which in itself is expensive clothing. It gives the wearer a rich and royal look. But this fabric gets shrink nearly 3% after the first wash and apparels like kurtas, jackets and blouses of saris requires lining to ensure the longevity of the clothing. Earlier traditional clothes were made after dying khadi fabric in earthy colours but now designers have indulged in dying fabric in striking colours like baby pink, turquoise, lime green, etc.

New opportunities for khadi were created when Indian economy was opened to world markets. The post multi-fiber agreement regime also enhanced the growth of exports. Depending on the style and pattern, these apparels are seen in store racks in a price range of 400-2500. There is a good demand for khadi products both in the domestic and International markets (khadi-n-crafts.blogspot.com).

2.3. Traditional Indian Sarees

Historically, the Hindu woman’s dress has evolved from contact with other cultures. The sari continues to remain the preferred and most import item of dress for most Indian women. The Indian sari provides a good means by which it can be said that clothes offer a clue to people’s culture, this strip of material about 45” wide and five to nine yards long dates back to easily Vedic times that is 2000 to 1000 B.C. Today the sari bears witnesses to the increasing freedom of Indian women tell Chishti (2002).

The Hindu lifestyle is governed by ancient beliefs and traditions. Ancient lawgivers prescribed the correct for religious activities and social behavior. Women of all casters wear the sari, but the style, ornamentation, and geometrical, floral motifs used are influenced by the caste of the wearer and the region where the wearer lives, state Mehta (2009). A good quality sari made of expensive fabric will be broader and longer than one that is less costly; the less expensive mill-made describes Sodhia (2009). 


Sarees are woven in silk, cotton and artificial fibers. “The sari undoubtedly is the most sensuous garment ever” “And the best thing about it is that conceals as much as it reveals”. Sari is of varied length from 5 yards to 9.5 yards tied loosely, folded and pleated, it can be turned into a working dress or party wear with manual skill says Bansal (2008). The common materials for a sari are silks, cottons, chiffons, organzas and georgettes, and the common types of saris are Kanjeevaram (Traditional South Indian saree). What one need in their collection is not a particular sari but superb blouses to go with it, because the blouse can make or break the look of a sari (www.sareemuseum.com).


Saris were designed for the Indian women keeping in mind her structure and physique. The Indian saree can also be worn is several ways and its manner of wearing as well as its colour and texture are indicative of the status, age, occupation, region and religion of a women. Traditional Indian Sarees are included as a part of Designer sarees. Most of the women in Indian wear sarees. Some of very famous types of Indian sarees are silk sarees. Today there is wide range of bridal wedding sarees collection available in the market (www.articlesbase.com/designersarees). Wedding sarees are available in very attractive colour combinations with heavy embroidery and patchwork all over the saree. The designer wedding sarees are designed to add grace and elegance to one’s personality. 
2.3.1. Design Features on Sarees

Sari fabric is highly structured with a sophisticated vocabulary. The fabric is divided into three areas; the longitudinal borders, the end of piece and the field. Traditionally each area communicated a woman’s social and family status, as well as her regional identify, because certain colours and motifs were region and community specific. Borders usually extend the full (longitudinal) length of the sari. The sari’s field is also embellished according to regional rules and in many parts of India is traditionally unadorned with designs woven, embroidered or printed onto it only when the sari has been made for a wedding reports     Ray (2008).

The word itself spells luxury and class. Silk has been intermingled with the life and culture of the Indians. The sari is almost synonymous with the world silk; it is the traditional costume of Indian women since time immemorial. The artistic and aesthetic sense
 of Indian weavers is not content with striking colours they choose for the fabrics but lies in their mastery over the creation of floral design, beautiful textures, fine geometry and the durability of such work state Rai (2008).

2.4. Pre-requistites in Surface Designing

Design is about relating elements, whether they are similar or contrasting and visually arranging an interesting unity with them. Shapes, forms, colours and texture all combine to become a unified whole which is commonly called a design. There are two basic divisions of designing in the field of clothing; they are Structural Design and Decorative Design says Shailaja (2006).

· Structural Design: Structural design may add a decorative quality if emphasized by colour contrast or row of top stitching to outline the basic garment parts. In apparel, structural design is more important because it is the fundamental component of design. These designs will be simple and well defined about their construction, colour, thread and trimming to be used describes Wilson (2001).

· Decorative Design: The development of a more decorative design from a basic one can be successfully accomplished by the use of lines, colours or materials, to enhance and enrich these structural lines. In dress design, as in any other design, this close relationship holds between the structural lines and these added to embellish them and that only shapes in harmony with it are introduced as a part of the decorative design report Sarkar (2010).

2.4.1. Types of Design

· Naturalistic Design: The naturalistic also referred as realistic motif depict real objects in a natural manner may be flora-fauna, utility articles, sculptures, architecture, human figure or any other for that matter is a derivative  of the nature. Most of the printed and woven textiles have naturalistic motifs or design as their source of surface decoration says Wilson (2006). The theory behind implanting of natural motif is to confine to its size, shape or form, colour and texture as close as possible tell Naik (2008).
· Conventional Design: A conventional print is one that depicts some real creature or object excluding flowers which are a family into themselves. Conventional are more well conventional more attention, getting than most geometrics or floral. Conventional are also called novelty prints for their easily identifiable images tending to be more vulnerable than natural motifs to the public’s passing moods. Delightful as some of these characters can be, they are more like trademarks, logos and copyright signs than artworks describe Susanmeller and Joost (2005).

· Geometric Design: The design sometimes may be composed of entirely the geometric shapes and forms or a design may be constructed on a geometric foundation. The design or pattern, which is repeated or multiplied indefinitely by either weaving or printing must shown an exact repeat, no matter how elaborate says Wilson (2001). In a woven, the repeat is always shown or represented in a rectangular basis. It is always embedded in a geometrical form and shape. It is necessary to state here that the geometrical constructions drawn with ruler and compass are less becoming than the ones drawn with much freedom, which are the direct outcome of the artistic skill and sense of beauty (Naik, 2008; Wilson, 2006).
· Abstract Design: When no object is represented with life-like or realistic exactness but is expressed by pure design. It is known as an abstract design, which is non-representational, in it there may be symmetrical forms, geometric figure, variety, rhythm, repeated all over the pattern, any or all of the points or principle of good design tell Mullick (2006). The form of the real object is used in such an unrealistic shape and irregularities, that probably no one would possibly recognize are identify it. Using circles, lines or dots or paint brush limes across a surface where each shape bears little resemblance with one design identify Sumathi (2005).

2.4.2. Elements of Design

· Lines: A line can be thought of as points so close together that they lose their individual identity and form a new entity. Lines act as border between ideas, concepts or steps in a sequence. Since lines can be straight, curved, or irregularly shaped, one can also think of a line as the track of appoint in motion depicting various forms says Davis (2008). Vertical lines can stop eye movement implying mass and give volume to a structure. They also equate to power and strength. Horizontal lines symbolize rest and relaxation. Diagonal lines are dynamic and action-oriented, they portray dimensions and directions explain Prakash (2004).

· Shape and Form: A shape is defined as an area that stands out from the space next to or around it due to a defined or implied boundary, or because of differences of value, colour or texture. It is formed when a line encloses an area. These line enclosures create an illusionary focus termed as shapes says Sodhia (2005). Shapes can vary endlessly and can suggest physical form and direct eye movement based on the directional movement of lines. Shapes define figure, create ground relationships and relate forms and figures identify Pundir (2007).

· Colour: Colour is the most important part of designing. The primary colours are red, yellow and blue. They are called primary because they are not mixture of other colours. Mixing any two primary colours results in a secondary colour. The colour wheel is created when the primary and secondary colours are placed in a circle. Colours directly across from each other on the colour wheel are called complementary colours says Tate (2004).
· Texture: It is defined as the surface characteristics of a material that can be experienced through the sense of touch. In visual images, actual textures can be used such as cloth; boxes, small objects and a natural item tell Davis (2008). Textures are of two types: tactile and visual. Tactile textures can be felt with a touch and is found in natural material as well as solid materials like stone, silk etc. Visual textures are seen due to surface or ornamentation like printing, embroidery, smocking etc., explain Sodhia (2008).

2.4.3. Principles of Design


The principles of design are useful in creating different forms of expression in an artistic manner, which are pleasing and attractive to the eye.

· Balance: In clothing, balance refers to a visual attribution of weight, form a central area. Balance implies a sense of equilibrium pleasing balance brings about a satisfying relationship among all design parts to produce visual harmony tell Sumathi (2005). The concept of balance is twofold: symmetrical and asymmetrical balance. Symmetrical balance can be described as having equal “weight” on equal sides of a centre line. Formal balance or symmetry is achieved by identical interests or details or design placed on either side of an imaginary centerline. The elements are arranged equally on either side of a central axis, the result is bilateral symmetry. This axis may be horizontal or vertical. It is also possible to build formal balance by arranging elements equally arranging a central point, resulting in radial symmetry describes Pandir (2007). Asymmetrical balance is also called informal balance. Informal balance or asymmetry required effect. Informal balance must be arranged in such a way or manner as to give each part of relative degree of importance, and invite the eye to travel without interrupting the overall design. Asymmetrical balance involves placement of objects in a way that will allow objects of varying visual weight to balance one another around a central point identify Davis (2006).
· Emphasis: Emphasis involves the concentration of interest in the selected area of design with other centre of interest subordinated. Emphasis as such, should not be placed at an area that one wishes to minimize attention drawn on. Designers often create emphasis partially through the careful arrangement of line, texture and colours. It could also be called as focal point. Every design needs some note of interest that catches the eye or attracts the attention on a specific area of the garment explain Tate (2004). 
Some methods of lay emphasis could be: 

a. Grouping of design units

b. Using contrast of hue

c. By leading lines

d. A combination of any of the above

e. Repeating details such as tucks, gathers, button, etc

f. Unusual shapes and textures

g. Applied design on a contrast background
· Harmony: Harmony otherwise called unity. If the principle of proportion, balance, rhythm and emphasis are creatively, the resultant design is said to have the harmony. Unity means that all elements of the design work together to produce a successful visual effect state Mckelvey and Munslow (2003).
· Proportion: Relationship is size between a part and whole is defined to as proportion. For any design, an artist or a designer should aim for a sense of order of unity or onenesses among the principles of designs describe Diamond (2008). 
Proportion includes planning of the basic shape within a design. It may involve the scale of the forms within the design like diversion of space to create attractive space relationship where the variety of shapes, sizes and the general idea of unity of principles of designs are to be expressed. If the principles of design that involves a phasing relationship between all parts of the design with respect to each other. This may include 

a. Planning of the basic shape 

b. Division of spaces for a good relationship (Gupta, 2008).

· Rhythm: Directs the movement of the eyes as one uses the details of a design. Therefore a rhythmic pattern needs to be established to give a costume unity. Rhythm is most effect when it is experienced in a quiet way. It is the repeated use of lines or shapes to create pattern uniform. It is the repetition of the same space and is known as the order lines of rhythm state Diamond (2006).

Rhythm can be achieved through the combination of lines, shape, colour and texture by the following aspects in designing.

a. By regular repeat of trims, texture and fabric design and prints.

b. Progression or radiation in sizes of trims, colours, textures and fabric designs.

c. Radiation of movement from the central point occurring within structural details such as gathers, folds, tucks and darts, etc.

d. A continuous flowing line such as those in bonds of colour, textures and fabric design describe Garg (2005).

2.4.4. Design Development 


Babil (2006) suggests that constant development in any field is essential as it is with the field of textiles. The design and manufacture of textiles is one of our oldest industries opines Colchester (1993). Speciality of Indian textiles is with its design perhaps no other country in the world could give so many variations of woven designs on textiles than Indian in any part of world history assures Ghosh (1995). In the textiles industry, designing is one part of a system. In this context, design is seen as an equivalent for problem solving says Otto (1996). Design is a creative process which involves art and aesthetics, that could be copied or invented. A design problem is solved with know-how, ingenuity; pattern recognition abilities, lateral thinking and brainstorming express Wilson (2005). 

 
Sodhia (2001) says that textiles form a class by themselves over which the rest of the world went into ecstasies from time immemorial. With the enormous store of myths, symbols, imagery and inspiration from other art forms, Indian textiles-crafts never faced a slump or stagnation. Shailaja (1997) expresses that the source of inspiration for a design is infinite. The primitive people believed that each one is born with an innate sense of design where the children of the civilized saw the world through the eyes of adults giving an illusion for taste and realism. The basic form of design is floral, abstract and geometrical. Translating, reflecting them can modify the designs feels Elffers (2006).

· Processing of Designing: Design of woven fabrics in industry is accomplished in a number of ways, depending largely on the type of woven fabric states Yates (1996). When anything is designed, it is put together with some intent or goal in mind says Sumathi (2005). Textile designs use traditional and modern textile manufacturing and decoration processes to create textiles for clothing. Textile designers may do the following tasks and duties, work with clients to develop design briefs, advise clients on colour and yarns, draw the design on paper first and then on computer using textile design software, the textile designer selects the colours and designs for making the fabric, instructs the machine technicians to setup machine in a particular way, finishers to adjust the finish to the final textile product and also research the textile market for future trends explains Luther (2005). The designer must select the design that exactly depicts the thoughts of his imagination, which should be very attractive and pleasing to others. In the saree the borders, pallu, may have different designs but they should be related to each other. The border pattern can be repeated or regular pattern and the pallu can be decorated pattern expresses Geifer (1999).
· Colour: Colour is a crucial part of all branches of design based industries says Totora (2001). Colours effect every movement of our lives although our colour choices are mostly unconscious explains Davis (2006). Seurat (1990) states that under normal light conditions, well over ten million different colours can be seen. Through our history, the study of colour and the development of colour theories were frequently undertaken by artists and designers.
2.5. Surface Trimmings and Decorations on Sarees


Decorative adornments to any design are known as trimmings. Trimmings may be produced in a variety of forms. Some of the more typical types include braid, achieved through the interlacing of three or more strips of fabric, until a narrow trim is produced; appliqués, small individual pieces of fabric that are either manufactured to a particular size or shape are cut into form. Larger piece of fabric, as in the case of lace, embroidery, motifs produced by hand or machine that use a variety of threads sewn into the fabric beading and sequins quotes Diamound (2008).

· Embroidery: Embroidery can be applied before and after the construction of a garment and concentrated in specific areas or as part of an overall design. It can be used as an embellishment on the surface of the cloth to enhance the look of the fabric or it can be used in a way that makes it integral to the function of the garment, rather than supply as a decorative addition contemporary embroidery is based on traditional techniques. Hand stitching is the basis of these and once you have learnt the principles, you have the foundation for a vast array of techniques narrates Udale, (2008).

The origin of embroidery, as of all needle work, it obscure due to the perishable nature of fabric. Embroidery embraces a wealth of different historical and contemporary techniques. All over the world people continue to develop traditional and innovative methods to decorate garments. Embroidery, the art of working raised designs in threads of silk, cotton, gold or silver upon the surface of woven cloth with the help of a needle, has been known in India from very early time Kantha and Bengal.


Indian embroidery takes its inspiration from nature and region. The colours, the base theme and the style are reflective of a particular region. Embroidery on velvet, net, cotton, silk etc., the patterns are decided upon on the basis of the fabric and its texture. The stitches depend upon the style and the effect to be produced. Themes and motifs have remained as such for centuries. The patterns have always been floral, animals, geometric and religious. Embroidery is one of the oldest and most accepted styles of surface ornamentation of fabrics and garments, and India is among the leading producer of embroidered fabrics and garments worldwide denotes Sodhia (2009). A characteristic of embroidery is that the basic techniques or blanket stitch of the earliest work-chain stitch, buttonhole or blanket stitch, running stitch, satin stitch, cross stitches remain the fundamental techniques of hand embroidery today.

· Machine Embroidery: There are many domestic sewing machines on the market that are designed for creating embroidery. These range from basic models with a few automatic patterns and the ability to embroider freehand, to sophisticated computerized machines with memory cards and a huge range of automatic patterns. Some sewing machines can be linked to computers. To use these, you first design an elaborate pattern and then load it in the machine and the design is embroidered automatically onto your fabric reports Shailaya (2006).
· Lace: Lace should be done with a delicate pen line and kept light as a cobweb. Scallop edging is usually incorporating into the design of the dress and should be carefully suggested rather than drawn in detail. Lace making produces a fabric that is light and open in structure. The negative holes in lace are as important as the positive stitches in the overall pattern on the fabric. Needle point lace is based on embroidery techniques and bobbin lace is based on braiding techniques. They were both developed in the late 16th century and were the expensive type of ornamentation at the time state Deckert (2002).


Lace became very popular again in the early 20th century with pattern often depicting organic shapes and insects in the art nouveau style. Lace making is an ancient craft originally linen, silk or silver threads were used. Now lace is often made with cotton thread. Manufactured lace may be made synthetic fiber. A few modern artists make lace with a fine copper or silver wire instead of thread tells Gillow (2005).

· Beading and Sequencing: Beads can be made from glass, plastic, wood, bone and enamel, and are available in a variety of shapes and sizes. These include seed beads, bugle beads, sequins, crystals, diamante and pearls. Beading adds texture to fabric. For example using glass beads on a garment lends the textile a wonderful light reflecting, luxurious quality. Beads can be stitched individually or they can be couched down where a thread of beads is laid on top of the surface of a fabric and stitched sown with small stitches between the beads says Baranard (1983).
· Cut Work: Fabrics can also be enhancing through the use of hand cut work or more recently, with a laser precise patterns can be achieved with laser cutting. The laser also seals, the edge of man-made fabric with heat, which stops the fabric from fraying. An ‘etched’ effect can be achieved by varying the depth of the laser cut into the fabric and very complex detailing can be achieved describes Udale (2008).
· Patch Work and Appliqué: ‘Patch work and Appliqué are sister crafts that have been enjoyed by needle women for centuries. Generations of enthusiastic beginners have been drawn to them by the desire to create unique items and preserve precious scraps of fabric points out Glock (2005). A patch work or “pieced work” is a form of needle work that involves sewing together pieces of fabric into a larger design. The larger design is usually based on repeat patterns built up with different coloured shapes. These shapes are carefully measured and cut, straight-sided, basic geometric shapes making them easy to piece together precise joining makes for patch work that lies flat without puckers explains Neelima (2009).


Patch work like many crafts, it was born of necessity and through the ages developed into an intricate and complex folk art. No one knows it’s true origins but it must have developed soon after weaving, when every scrap of cloth was precious and even the tiniest pieces could be re-joined to create a new fabric shaping and re-arranging these scraps to make patterns was the next logical step in its ‘evolution’. Patch work is believed to have been introduced into Europe by the crusaders. One of the earliest surviving pieces of patch work in the world is an Egyptian Funeral Pall made from pieces of gazelle hide, pre-dating the modern fashion for leather patchwork by about 3000 years state Wallis (2004). It is no longer restricted to the traditional geometric shapes. Its new found vitality is reflected in free shapes, bold colour schemes and imaginative designs points out Helen, (2000).


Patch work, when completed, is used for many purposes, and is made of velvet, satin, silk , leather, cloth, cretonne, twill and chintz; in fact, of any material sufficiently soft to be cut into set shapes, and to bear a needle through it. The working out of the design, and the manner of making up the patches, are the same, whatever the material or size of the article, the difference being made in the size of the patches used, they being increased or decreased for the occasion. The great essential is that every piece should be cut with perfect uniformity, and the use of a thin plate of tin, cut to the size required, is therefore recommended; the other requisites are old envelopes and letters, or other stiff pieces of writing paper, the patches, and sewing silk or cotton matching the patches in colour, with which to sew them together (www.wordip.com/patchwork).

· Appliqué: According to Jones (2002), appliqué in textiles means to stitch one piece of fabric onto another for decorative effect pieces of fabric can be stitched on top of a base cloth or a reverse appliqué technique can be applied where the top fabric is cut away to form a pattern and reveal the fabric beneath. Interesting intricate design can be created using many layers of cloth. Fabrics that do not fray are often good for appliqué work. Fabric motifs, such as badges, can be beaded or embroidered. First and then appliquéd on the garment with stitches. Appliqué is one of the simplest and certainly one of the oldest ways of decorating cloth. It has a universal appeal, as it not only part of the needlework tradition of many nations, but also one of the most popular forms of needle work today. In a busy modern world where many traditional forms of needlework are considered too time consuming for any but a handful of enthusiasts, large ‘appliqué’ designs can be put together in on time with help of a sewing machine says        Sarahpare (2006). Appliqué world-wide, people all over the world have worked appliqué using the local materials that were available to them. Today, appliqué is a extremely popular form of needlework. Styles to choose from San bias, shadow appliqué, appliqué perse-each of which creates a totally different effect from any other (Gillow and Baranard, 2005).
2.6. Design Research and Presentation


When starting a design collection student begin with design research, working from different areas searching for a theme. Inspiration may come from many sources, in fact from any object which has a strong visual impact. Students start by entering ideas in a sketchbook. When answering a design brief, students may be required to produce a storyboard reflecting the research, colour and fabric design collection discuss Mckelvery (2005). Mood-theme and storyboard are essentially a distillation of research. In a sense they are the “Presentation” version of the research book. They are made up as collages, and as the name suggests, generally mounted on boards, which makes them more durable. They are used by a designer to communicate the themes, concepts, colours and fabrics that will be used to design the season’s collection quotes Sorger (2006).

2.6.1. Research Boards and Fashion Design Presentation Board


Students of fashion design will often be asked to produce a research board. The way in which material is arranged on the board, and the colour schemes selected, reflect, the mood and theme being promoted. The board presents a collection of designs with fabric samples and working drawings and may also include sketches, photographs or any other relevant material to suggest the mood of the design and the environment in which they would be worn describes John (2003).

· Presentation Board: These boards consist of photographs, fashion sketches, fabric samples and notes on design influences. These boards are used professionally for promotional purposes on exhibition stands. They are often photographed for fashion and textile magazines with articles promoting and predicting fashion trends reports Munslow (2005).
· Colour Board: Colour boards are used to promote new colour combinations together with fabric samples displaying patterns and textures.
· Profile Board: This board is a customer profile reflecting the market research life style and environment in which the designs would be worn. Material is carefully selected to illustrate these points sand photographs are often included to indicate the type of person for which the collection has been designed.

2.6.2. Mood Boards 


A mood board is a tool used by designers to help them get a good idea of what their clients are looking for. Mood boards are basically collages of items such as photographs, sketches, clippings, fabric swatches and colour samples. A mood board can be actual or virtual. A mood board is used by many different types of designers such as those in fashion design (Sorger et al., 2006). A decorating mood board often contains magazine clippings of furnishings that inspire design concept. Sketches and a floor plan are also usually included on the board. Paint chips and other colour swatches are also featured on a decorating mood board. Mood boards are a technique widely used in advertising and interior design. Quite simply you gather visual stimuli that capture something of how feel about the design – photographs and other images, colours, textures, shape, headlines from newspapers or magazines, quotes etc., (www.socnapier.ac.uk.com)

2.6.3. Theme Boards  

· Choosing a Concept: Designers prefer to work with an abstract concept while others use something more visually oriented tell Udale (2006). Designers may also convey a mood or use a muse for inspiration. Using a theme or concept makes sense because it will hold together the body of work, giving it continuity and coherence. It also sets certain boundaries which of course the designer is free to break but having a theme initially gives the designer focus explains Seaman (2001).

· Colour Board


Lighter fabrics tend to be used more in spring/summer collections and heavier fabrics, suitable for outerwear, tend to be used more for autumn/winter. Season can also influence colour. Light colours are often used more in spring/summer and darker tones for autumn/winter.

2.6.4. Story Boards  

Story boards are graphic organizers such as a series of illustrations or images displayed in sequence for the purpose of pre-visualizing a motion picture, animation, motion graphic, interactive media sequence. The story boarding process, in the form it is known today, was developed at the Walt Disney Studio during the early 1930, after several years of similar processes being in use at Walt Disney and other animation studios said Borcherding and Bubonia (2007).


Story boarding is a technique taken from film-making using a simple cartoon like structure key moment from the interactive experience are represented. The advantage of story boarding is that allows you to get a feel for the ‘flow’ of the experience. It is also a very economical way of representing the design. There are three types of story boarding commonly found in interactive media design.

a. Traditional story boards

b. Scored story boards

c. Text only story boards (http://en.wikipedia.org/wiki/storyboard)
3. METHODOLOGY

The methodology pertaining to the study on, “Modification of Selected Khadi Silk Sarees as Designer Wear through Surface Enrichment”, comprised of the following aspects:

3.1. Conduct of preliminary survey

3.2. Collection of the essentials for surface enrichment
3.3. Development of surface designing for selected khadi silk sarees

3.4. Evaluation of the developed designs for surface enrichment

3.5. Selection of designs for surface enrichment

3.6. Carrying out Surface enrichment on selected khadi silk sarees 

3.7. Evaluation of surface enriched khadi silk sarees

3.1. Conduct of preliminary survey


A survey is a process of collecting data from existing population. Initial survey is needed to find out the consumers likes and dislikes. Designers also need to carry out survey to help them with their idea explains King (2001). Hence survey was conducted among the college going students (50) and working women (50) to elicit base line information about their preferences in selecting sarees. 

3.1.1. Selection of Area



 The area selected for the survey was Coimbatore. The people of Coimbatore stick to their tradition and custom, therefore, majority of the women population of Coimbatore wear saree. Since it is a tropical region, most people prefer wearing silk sarees often. Therefore to conduct the study, Coimbatore was opted.
3.1.2. Selection of Sample

 
Random sampling refers to the sampling technique in which each and every unit of the population has an equal opportunity for being selected as the sample says Kothari (2007). Therefore 100 samples were taken based on random sampling method. The samples selected for the survey comprised of    50 Post Graduate students of Avinashilingam Deemed University for Women, Coimbatore and 50 working women from the same area. 

3.1.3. Selection of Method

Survey is a method used to collect in a systematic way, information from a sample of individuals. Surveys provide important information for all kinds of research fields. A survey may focus on different topics such as preferences depending on its purpose. Since survey research is always based on a sample of the population, the success of the research is dependent on the representativeness of the population of concern. There are several ways of administering a survey. The most common mode is collecting responses through questionnaire. Gupta(2007)
A questionnaire is a research instrument consisting of a series of questions and other prompts for the purpose of gathering information from respondents. Although they are often designed for statistical analysis of the responses, this is not always the case. It contains a series of questions asked to individuals to obtain statistically useful information about a given topic. When properly constructed and responsibly administered, questionnaires become a vital instrument by which statements can be made about specific groups or people or entire populations, Sharma (2004).
3.1.4. Preparation of questionnaire


A questionnaire thus prepared are intended to collect information such as reasons for prefering saree, material preferred and  awareness about khadi silk saree.  Preference for designing khadi silk sarees, preferred motifs, colour and the type of surface designing required were also included in the questionnaire.
3.1.5. Pre-testing the questionnaire


Before the final form of the schedule was adopted, it was desirable to carry out the preliminary experiment on a sample basis. The prepared interview schedule was given to ten subjects, to find out the drawbacks of the schedule and to form a clear idea about extent of non-responses. The informants could not express their choice pertaining to colour harmonies. To avoid this drawback, the necessary modification was made. After pretesting, the final form was prepared. A copy of the interview schedule is given in Appendix I.

3.1.6. Administering the questionnaire


Final drafting of the questionnaire was done and administered to the selected respondents during their leisure time. The filled in questionnaire was collected back as and when they were completed  by them.

3.1.7. Consolidation of data

The data thus collected for different aspects were consolidated and tabulated as presented in the results and discussion. And this laid the foundation for design development for surface designing on khadi silk sarees.

3.2. Collection of the essentials for the surface design

Surface designing is an art of decorating base material with paint, print, embroidery, trims, and decorative items. It also adds value and beauty to the material. In recent days, these sarees meant for casual, formal, informal, party wears and wedding sarees are also decorated with any one of the surface designing techniques. Contrast border attachments also attract consumers.
3.2.1. Selection of saree
Since this study aims at adding value to the khadi silk sarees, Padiyur sarvodhaya Sangh was approached. Authorities were explained about the aim of the study. Three silk sarees were collected from them for surface designing. Though these Sanghs sell embroidered and printed sarees, the design features and matching colours used for design enhancement are not satisfying. Saree thus received from the sangh were made of pure silk with checked pattern and ikhat border. The colour combinations of the selected sarees were blue and red, half white and red, bluish green and yellow.  The choice of colour combination was made based on the preference given by the selected respondents. The sarees thus collected from the Sangh are shown in (Plate 1).

A maroon colour printed slik saree (Plate 1a) was also taken from the sangh for using it for surface designing through patch or appliqué and border attachment. Sarees thus collected from the sangh were shown to the selected respondents and asked about their opinion for surface enrichment.
3.2.2. Selection of Motif


The first stage in any design exercise is normally an enquiry into what the customers require, their needs and expectations explains Wilson (2005).Motif is a design or figure that consists of recurring shapes or colours, as an architecture or decoration (www.thefreedictionary.org.com).The textile motifs are broadly classified and grouped as naturalistic, stylized, geometric and abstract. Though all the textile motifs are grouped in one of these categories, but however an effort is made to deal some of the exclusive rather predominating motifs separately in order to highlight their significance view Naik and Wilson (2006).


Naturalistic Motifs are also referred as realistic motifs depicts real objects in a natural manner may be flora-fauna, utility articles, sculptures, architecture, human figure or any other that is a derivative of nature. Stylized Motifs are generally recognizable; but the object is either exaggerated or simplified in such way to give it an unnatural form. Geometric Motifs composed of entirely the geometric shapes and forms or a design may be constructed on a geometric foundation.(Roshen,2006) Abstract motifs are the stylized shapes based on the real objects but not in the tradition of patterning the relieves on balance and harmony, the basic principles of arts and design, points out Shailaja (2006).

Geometric and stylized motifs were selected for the creation of design for khadi silk sarees. These designs were selected based on the preference of the subjects. The geometrical designs developed were shown to the subjects for evaluation. A proforma was prepared for evaluation and the same is administered to the selected subjects (50) and were asked to evaluate the developed designs. The evaluation was consolidated and recorded and the best preferred design was taken for patch, appliqué and embroidery work saree. A sample of the proforma is given in Appendix II.

3.2.3. Selection of Colour


Colour is the most important element in designing. It was impossible to imagine a life without colour opines first thing one notice about the clothes is their colour. Most people react more to colour than to any other factor in this world. Warm colours make feel cheerful and happy, cool make cool like quiet and restful says Sophia (2005). In order to choose colour, a colour chart was prepared and given to the selected respondents. Based on the consolidated preference, colours such as blue, yellow, maroon and golden colours were selected.

3.2.4 Selection of surface enrichment method


Surface enrichment on fabrics is done through different methods namely embroidery, patch, appliqué, quilt, bead, mirror and sequence and various other trimmings and decorations.


As preferred by the respondents surface enrichment methods such as embroidery, appliqué and patch works were selected to enhance the selected three sarees.
3.3. Development of surface designing for selected khadi silk sarees
Based on the essentials of surface design, manual sketching was done to create variety so as to give a choice to pick the best design for the sarees. The selected sarees were shown to the respondents to know their preference for surface enrichment. The respondents preferred spot motives, all over designs and border attachment, so,ten designs for each of the sarees were developed. Care was taken to include the preferred aspects while designing. 
3.4. Evaluation of the developed designs for surface enrichment
Opinion conducted among the respondents reveal that the geometrical design and floral design have their most welcoming feature of designing khadi silk saree. Majority of the college students preferred geometrical designs whereas working women selected floral designs. The respondents also expressed their preference for border attachments. Thus the investigator adjudicates geometrical design as well as floral motifs for designing. 

Hence the investigator collected various geometrical motifs and floral motifs in wide range, grouped them and developed suitable designs out of them. Manual sketching method was followed to prepare design sheets. They were grouped together and made into an album (Figure1 - 30) containing 30 designs, was then given to the respondents for selecting the best designs for each of the sarees. Evaluation of the developed design was done using a proforma as given in Appendix III

3.5. Selection of designs for surface enrichment


Based on the scores given by the respondents for the developed designs, they were ranked for respective sarees individually. Selection of designs was made purely on the order of priority. Designs that were ranked as first, second and third have been selected for respective sarees are described  below:

Saree - I 

      Saree -1 Geometrical   motif was selected to enrich the saree and pallu. A circular motif was introduced all over the saree and pallu. The colour selected was blue with red spirals. Appliqué patches was planned to introduce circular motif throughout the saree.

     Saree -2 Circular motif all over the border along with horizontal lines were introduced. Motif is repeated all over the saree. Pallu part was divided with horizontal lines and circular motifs. Emphasis was given at middle of pallu through Zig Zag lines,

     Saree - 3 Circular motifs in mixed sizes were introduced in a circular manner. Pallu was decorated with scattered circular motifs. Border of the saree was enhanced with half circles by alternating the direction one after other.

Saree-II

      Saree -1 Floral motif was selected to introduce spot design at chest. Floral motifs were scatteredly arranged in a circular manner. They were interconnected with curved lines so as to make it as a single big motif.

     Saree-2 Mango motif was selected and introduced for spot design and chest. Three mango motifs were placed opposite to each other and filled with diagonal lines. Pallu was enhanced through the placement of mangoes and body and pallu of the saree is divided with a solid Zig Zag line facing the pallu.

     Saree - 3 A Peacock motif with curved lines was selected to spot design a saree. Single peacock motif was placed at the chest. This was enhanced with curved branches half way round   the peacock. Pallu was divided into three parts and decorated with curved lines. Circular motifs were introduced in between the pallu. Border of the saree was lined up with circular motifs.

Saree – II
Saree -1 Contrast border was introduced at the lower part of the saree. Border at lower end of the saree was divided into two ribbon border is introduced at the edge. A thick printed border measuring 3 inches is introduced at the border already in the saree. Pallu is squared with the printed material to make pallu a heavier one.
     Saree-2 Border with square and curves lines was introduced as ribbon border and the same design was used in the pallu. Emphasis is given to the middle of the pallu.

     Saree-3 Double line border with geometrical motif is introduced at the bottom layer of the sarree. Borders were alternatively arranged in the pallu so as to create rhythm      

3.6. Carrying out Surface enrichment on selected khadi silk sarees 

Designer sarees are another hot option among fashion conscious women because they provide an elegance of design teamed with border part and pallu part, are enhanced with intricately embellished floral and decorative motifs.

Saree 1 – Appliqué with the embroidery for all over design. The design selected for this saree is an appliqué piece with embroidery.

Basic sewing requirements:

Sewing machine, Scissors, Thread, Needles, Pins, Pencil, Tracing paper, an iron, Fabrics for the appliqué, trimming items.
 Process:

· Draw appliqué design on the plain paper and trace the design onto the tracing paper. 

· Trace the design pieces and cut around tracing lines, about 1/2 to 1 inch away from the lines for finishing raw edges.
· fabrics selected for each section are pressed to remove wrinkles

· Place the appliqué onto the fabric 

· Stitch appliqué using Satin stitch onto the background fabric so the raw edge of the appliqué is completely encased in thread. 

· Trim the loose threads carefully as close to the fabric using a small, sharp scissors. 
Construction:

· Design was traced on brown sheets and templates were cut.

· Templates were placed on the selected material and marked for the required number of pieces.

· Machine stitches were done using blue and maroon colour threads.

· These pieces were then cut and finished the edges.

· The finished pieces were attached onto the already marked places all over the saree.

Saree 2 - Floral appliqué for spot design. The design selected for the bluish green and yellow border saree was floral appliqué work. 
Basic sewing requirements:  

Sewing machine, Scissors, Thread, Needles, Pins, Pencil, Tracing paper, an iron, Fabrics for the appliqué, trimming items.

 Process:

· Draw applique design on the plain paper and trace the design onto the tracing paper. 

· Trace the design pieces and cut around tracing lines, about 1/2 to 1 inch away from the lines for finishing raw edges

· Remove wrinkles from the selected fabrics with an iron.

· Place the appliqué onto the fabric 

· Stitch appliqué using Satin stitch onto the background fabric so the raw edge of the appliqué is completely encased in thread. 

· Trim the loose threads carefully as close to the fabric using a small, sharp scissors. 
Construction:

· Maroon colour material was used for appliqué. 

· Motifs were drawn on a brown sheet and templates were cut. 

· These were used to mark motifs on a selected material.

· Motifs were cut after leaving required material for turning out the raw edges. Raw edges were temporarily slip finished with hand needle and thread.

· Designs were marked on a saree and appliqué motifs were placed in the marked area and temporarily stitched with the base material. 

· Yellow colour thread was used to satin stitch around the applique pieces. Applique pices were inter-designed with curved lines to create interest.

Saree 3 - Border attachment along the border and pallu and decoration with trimming. 

Basic sewing requirements:  

Sewing machine, Scissors, Thread, Needles, Pins, Pencil, Tracing paper, an iron, Fabrics for the appliqué, trimming items.

Process:

· Measure the length and width of the borders as required. 

· Add seam allowances and cut borders to needed measurement. 

· Press the cut borders with an iron.

· Match and place the borders in the area they are to be fixed.

· Sew these strips onto the background fabric so that raw edge of the border is completely encased with top stitch.
· Trim the loose threads carefully as close to the fabric using a small, sharp scissors. 

Construction

· Length and width of the borders were measured. 

· Cut the required contrast material with seam allowance.

· Half an inch ribbon border is attached at the lower end of the saree and a big border measuring three inches stitched along the top edge of the border.

· Pallu of the saree is also decorated with contrast borders

· Trimmings were attached to enhance beauty. 

3.7. Evaluation of surface enriched khadi silk sarees

The surface enriched khadi silk sarees were evaluated by the selected respondents in Avinashilingam Deemed University for Women. They evaluated the silk sarees based on colour combination, design, texture and the overall appearance. The proforma used for evaluation is given in Appendix III.
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Saree 3

                        Plate - 2    Surface Enrichment on Selected Khadi Silk Sarees
4. RESULTS AND DISCUSSION

The findings of the survey are discussed under the following headings

4.1. Findings of the survey

4.2. Evaluation of manual design

4.3. Evaluation of designs used for surface enrichment

4.1. Findings of the opinion as  expressed by the students and working women.

4.1.1. Preference for suitable fabric for the designer wear


Table – I presents the suitable fabrics for the designer wear sarees as opined by the selected respondents.

Table - I Preference for fabric

	S.No.
	Saree 
	No. of Students

(50)
	Per cent
	No. of     Working  Women

(50)
	Per cent

	1.
	Cotton 
	-
	-
	-
	-

	2.
	Silk
	20
	40
	39
	78

	3.
	Silk cotton
	          6
	12
	8
	16

	4.
	Synthetic
	24
	48
	3
	6

	5.
	Jute cotton
	-
	-
	-
	-
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 Figure - 31 Preference for fabric


From the Table - I and Figure – 31, it is concluded that 40 per cent and 78 per cent of the students and working women respectively opted silk saree for designer wear. Forty eight per cent of the students opted synthetic for designer wear, where as only twelve percent opted silk cotton.Sixteen and six percent of the working women opted silk cotton and synthetics respectively. Preference for the synthetics by the students might be due to the availability of synthetics with various decorative works in the market. As far as the working women are concerned, silk seemed to be their choice because of the look and durability.

4.1.2. Reasons for buying of Khadi silk saree. 

The reasons stated by the students and working women for their preference towards khadi silk  saree are given in Table -II

 Table – II  Reason for buying Khadi Silk Saree 

	S.No.
	Reason
	No. of Students

(50)
	Percent*
	No. of   Working Women

(50)
	Percent*

	1.
	Tradition
	12
	24
	45
	90

	2.
	Grand look
	20
	40
	16
	32

	3.
	Comfortable
	11
	22
	30
	60

	4.
	Style
	4
	8
	20
	40

	5.
	Durable
	10
	20
	39
	78

	6.
	Easy care
	13
	26
	37
	74


* Multiple Response

From the Table II it is clear that, the student’s preference for khadi silk saree was seemed to be minimum because less than 40 percent expressed the reasons for accepting it as designer wear. However rest of the students are not fully aware of the reasons for selecting khadi sarees. Only 80 percent of the students expressed that the sarees are stylish. This indicates that the existing style does not attract the young consumers. 

Contrary to this data, a maximum of ninety percent women preferred khadi for the traditional look followed by 60 percent who opted the sarees for their look, durability and comfort. Only 52 percent of them expressed that the sarees are stylish. Seventy eight percent considered the sarees as durable and 74 percent felt that these are easy to care and maintain. More than 50 percent of the students and working women expressed that the decoration incorporated are not stylish. The reasons stated were improper selection of designs, colour, size of the motifs, kind of work, suitability to the saree and placement of designs.

It could be inferred that the potential consumers are ready to accept if there is a creative inclusion of surface decoration on  khadi silk sarees . 

4.1.3. Purchasing Pattern  


Table III exhibits the purchasing pattern made by the selected respondents while purchasing silk sarees.

From the Table III and Figure 32, it could be concluded that forty percent of student respondents expressed that they purchase silk sarees in the range of Rs 1000 -1500 followed by thirty percent who purchase between Rs.1500 and 2000. A minimum of ten percent of the students expressed that the purchases are made above Rs.2000.


As high as fifty percent of the working women make purchase only above Rs.2500/- and thirty percent of women purchase between Rs.1500 and 2000. Ten percent of the same group has made purchase in a lower ranges between Rs 500 and 1500.


As far as number of sarees possessed by the respondents are concerned cent per cent of the student respondents had sarees less than ten, where as only 32 percent of working women had sarees below ten. Forty percent of the working women  have  got 10-20 silk saress and 20 percent of them possess sarees between 20 and 30 .About  eight percent of the women had more than thirty silk sarees. It is also to state that cent per cent of students purchase less than three sarees where as 32 per cent of the working women buy less than three sarees annually. As high as 60 per cent of the working women  purchase 3-6 every year and a minimum of four per cent of the same category purchase 6-9 saree in a year .It is obvious that working women purchase often and spend more for durable materials .
Table - III Purchasing Pattern 

	S.No.


	Particulars 
	No. of Students 

(50)
	Per cent
	No. of     Working Women

(50)
	Per cent

	a.
	Range

	1.
	> 500
	--
	-
	-
	-

	2.
	500 - 1000
	10
	20
	5
	10

	3.
	1000 - 1500 
	20
	40
	5
	10

	4.
	1500 - 2000 
	15
	30
	15
	30

	5.
	< 2000
	5
	10
	28
	56

	b.
	Number Possessed 

	1.
	< 10
	50
	100
	16
	32

	2.
	10 - 20
	-
	-
	20
	40

	3.
	20 - 30 
	-
	-
	10
	40

	4.
	> 30 
	-
	-
	4
	8

	c.
	Number Purchased        

	1.
	< 3
	50
	100
	16
	32

	2.
	3 - 6
	-
	-
	32
	64

	3.
	6 - 9
	-
	-
	2
	4

	4.
	> 9
	-
	-
	-
	-
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4.1.4 Preference for placement of design  


Table - IV shows preference for design in khadi silk saree by the students and working women.

Table - IV Preference for placement of design

	S.No.
	Placement of Design
	No. of     Students (50)
	Per cent           
	No. of     Working Women (50)
	Per cent 

	1.
	All over butta design                                                                                                        
	-
	-
	18
	36

	2.
	Spot design at chest
	18
	36
	2
	4

	3.
	Spot design at pallu
	2
	4
	-
	-

	4.
	Spot design at front pleats
	2
	4
	-
	-

	5.
	Border attachments
	20
	40
	23
	46

	6.
	Heavy pallu
	2
	4
	1
	2

	7.
	Heavy borders
	2
	4
	1
	2

	8.
	Butta all over and border attachments
	-
	-
        
	3
	6

	9.
	Spot design and border attachments
	4
	    8
	   2
	4


      From the above Table IV and Figure 33 evident that 40 per cent and 46 per cent of the students and working women respectively opted for border attachments. Thirty per cent of the students preferred to have spot design at chest. Four per cent of the student’s opted spot design at pallu, spot design at front pleats, heavy pallu, heavy borders, butta all over and border attachments. Eight per cent liked to have spot design at border attachment.
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       Figure - 33 Preference for placement of design

However, thirty six per cent of the working women opted all over butta design, 4 per cent opted spot design at chest. Six per cent opted for all over and border attachments and only 2 per cent opted for heavy pallu and borders. This resulted in the selection of three choices for placing design as all over butta, spot design at chest and border attachments so as to take up the opinion of both the groups.

4.1.5 Preference for the type of motif


Table - V shows the type of motif in the khadi silk saree as preferred by college students and working women.

Table - V Preference for the type of motif

	S.No.
	Type of Motif        
	No. of Students (50)
	Per cent
	No. of     Working Women

(50)
	Per cent

	1.
	Natural
	12
	24
	11
	22

	2.
	Geometric
	19
	38
	21
	14

	3.
	Conventional
	9
	18
	7
	42

	4.
	Historic
	6
	12
	5
	10

	5.
	Abstract 
	4
	8
	6
	12



From the Table - V and Figure - 34, it is concluded that 38 per cent of the students opted for geometric motif whereas 42 per cent the working women opted for conventional motif. Twenty four per cent, 18 per cent, 12 per cent and 8 per cent of the students opted for natural, conventional, historic and abstract motifs respectively.      

However, twenty two per cent working women opted natural motif. Fourteen per cent, 10 per cent and 12 per cent opted geometric, historical and abstract motifs respectively .Therefore to include both the groups opinion geometrical motifs and conventional motifs were selected.

4.1.6. Preference for the size of motif  

            The preference for the size of motif in the khadi silk saree as preferred by college students and working women are shown in Table-VI.

Table - VI Preference for the size of motif

	 S.No.
	Size  of Motif    
	No. of Students (50)
	Per cent
	No. of     Working Women

(50)
	Per cent

	1.
	Medium
	21
	42
	23
	46

	2.
	Small
	12
	24
	13
	26

	3.
	Big
	9
	18
	8
	16

	4.
	All 
	8
	16
	6
	12



From the Table - VI and Figure - 35, it is concluded that 42 per cent and 46 per cent of the students and working women preferred medium size motif 26 per cent working women opted small size where as only sixteen per cent of working women opted big l motif size, 24 per cent opted small motifs where as only 18 per cent opted bigger motifs. However, 12 per cent and 16 per cent of working women and students respectively accepted to have all size of motifs. 

4.1.7. Preference for colour 


The preference regarding colour in khadi silk saree are shown in        Table - VII.

Table - VII Preference for colour

	S.No.
	Colour 
	Number of Students (50)
	Per cent
	Number of     Working Women

(50)
	Per cent

	1.
	Red
	12
	24
	11
	22

	2.
	Yellow
	8
	16
	9
	18

	3.
	Blue
	20
	40
	21
	42

	4.
	Green
	5
	10
	4
	8

	5. 
	Orange
	3
	6
	2
	4

	6.
	Violet
	2
	4
	3
	6



From the Table - VII and Figure - 36, it is concluded that 40 per cent of the students and 42 per cent the working women preferred for blue colour respectively. 24 per cent, 16 per cent, 10 per cent, 6 per cent and 4 per cent of the students preferred for red, yellow, green, orange and violet colours respectively. However 22 per cent working women opted red colour whereas 18 per cent, 8 per cent, 4 per cent and 6 per cent opted yellow, green, orange and violet colours respectively.

           Majority of student’s respondents preferred double colours in the saree. Noun of the respondents opted for single colours. They expressed their likeliness towards contrast colours. Only a meager per cent of the respondents preferred multi colours
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Figure - 34 Preference for type of motif 
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Figure - 35 Preference for size of  motif 
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Figure - 36 Preference for colour in Khadi silk saree
4.1.8. Preference for colour shade and combination  


The preference regarding colour shade and combination in khadi silk saree is shown in Table - VIII.


Table - VIII Preference for colour shade and combination 

	S.No.
	Particulars
	No. of Students (50)
	Per cent
	No. of     Working Women

(50)
	Per cent

	b.
	Colour Shades



	1.
	Light shades
	30
	60
	28
	56

	2.
	Dark shades
	8
	16
	12
	24

	3.
	Both light and dark shades
	12
	24
	10
	20

	b.
	Shade Combination



	1.
	Light and light
	8
	16
	12
	24

	2.
	Light and dark
	25
	50
	28
	56

	3.
	Combination of light and dark
	17
	34
	14
	28



From the Table - VIII and Figure - 37, it is clear that about 60 per cent of the students and 56 per cent the working women opted for light shades; where as darker shades were liked by 16 per cent and 24 per cent of students and working women respectively.


However 24 per cent of students and 20 per cent working women opted combination of light and dark colours.
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Figure - 37

Preference for colour shade and combination in Khadi Silk saree

4.1.9. Opinion of the selected respondents for enriching khadi silk saree


The following are the opinion of the selected respondents for developing designs for surface enrichment on the selected sarees.

· Traditional designs could be used (20%).

· Traditional designs could be combined with modern designs (15%).

· Cent per cent suggested that new designs could be introduced.

· Need attractive colour combinations in (22%) designer wear saree.

· An attractive border would make the people buy (12%).

· The design should be simple as stated by 14 %.

· Small motifs should be placed all over the saree  as expressed by  8% of the students and working women.

· The motifs in the saree should be more spread apart as  suggested  by14% of the students and working women.

4.2. Evaluation of Manual Design developed for surface enrichment

Table - IX shows the results of the evaluation of developed design for khadi silk saree.

Table – IX Evaluation of manual design for surface enrichment

	Design Code
	Number (50)

	
	Excellent
	Good
	Fair
	Poor


	
	Student
	Working Women
	Student
	Working Women
	Student
	Working Women
	Student
	Working Women

	Saree  I

	S1
	15
	18
	25
	38
	10
	8
	-
	4

	S2
	25
	15
	20
	20
	1
	2
	-
	-

	S3
	30
	35
	16
	10
	4
	5
	-
	-

	S4
	42
	40
	6
	7
	2
	3
	-
	-

	S5
	44
	45
	5
	3
	1
	2
	-
	-

	S6
	16
	21
	26
	20
	8
	7
	1
	2

	S7
	18
	20
	23
	24
	9
	6
	-
	-

	S8
	45
	46
	5
	6
	-
	-
	-
	-

	S9
	16
	15
	30
	2
	12
	15
	1
	3

	S10
	14
	11
	25
	28
	8
	10
	13
	1

	Saree  II

	S11
	11
	9
	31
	25
	15
	13
	4
	3

	S12
	6
	4
	18
	20
	20
	21
	6
	5

	S13
	40
	44
	8
	5
	2
	1
	-
	-

	S14
	21
	22
	25
	24
	2
	2
	2
	2

	S15
	20
	18
	24
	25
	4
	6
	2
	1

	S16
	17
	20
	25
	26
	5
	4
	3
	-

	S17
	12
	10
	18
	22
	12
	15
	3
	5

	S18
	44
	47
	4
	3
	-
	-
	-
	-

	S19
	8
	5
	21
	18
	19
	24
	2
	3

	S20
	45
	42
	3
	5
	3
	3
	-
	-

	Saree  III

	S21
	8
	5
	20
	22
	19
	28
	3
	5

	S22
	44
	40
	6
	5
	-
	5
	-
	-

	S23
	14
	12
	22
	25
	16
	12
	2
	1

	S24
	24
	21
	20
	10
	4
	14
	2
	5

	S25
	18
	20
	25
	18
	7
	8
	-
	4

	S26
	40
	39
	8
	9
	2
	3
	-
	-

	S27
	12
	10
	25
	20
	12
	18
	1
	2

	S28
	11
	6
	22
	18
	15
	12
	2
	6

	S29
	43
	46
	7
	4
	-
	-
	-
	-

	S30
	5
	3
	22
	25
	22
	17
	2
	5



From Table IX, it is evident that each and every design developed was given scores. Based on the consolidated scores, designs that were as ranked one, two and three for each category i.e., Saree I, Saree II and Saree III have been selected.
            Table X - Final Evaluation of Designs for Surface Enrichment

	 Design Code
	Excellent
	Good
	Fair
	poor
	Rank

	a)
	Saree I

	S4
	82
	13
	5
	-
	3

	S5
	89
	8
	3
	-
	2

	S8
	91
	9
	-
	-
	1

	b
	Saree II

	S13
	84
	13
	3
	-
	3

	S18
	93
	7
	-
	-
	1

	S20
	87
	8
	6
	-
	2

	c
	Saree II

	S22
	84
	11
	5
	-
	2

	S26
	79
	17
	4
	-
	3

	S29
	89
	11
	-
	-
	1



  From Table X, it is obvious that the designs selected for each category is ranked individually.From Saree I category, design S8 was ranked as first.. In Saree II category, design S18 was selected as first rank and in the Saree III category, S29 has been opted for surface enrichment.

4.3. Evaluation of Designs used for Surface Enrichment
Table IX Design used for Surface Enrichment

	S.NO


	     Aspects
	Rating

	
	
	Excellent
	Good
	Fair
	Poor

	
	
	S1
	S2
	S3
	S1
	S2
	S3
	S1
	S2
	S3
	S1
	S2
	S3

	1
	Harmony in Design
	98
	97
	96
	2
	3
	4
	-
	-
	-
	-
	-
	-

	2
	Colour Combination
	100
	100
	100
	-
	-
	-
	-
	-
	-
	-
	-
	-

	3
	Surface enrichment
	90
	93
	88
	9
	8
	12
	-
	-
	-
	-
	-
	-

	4
	General Appearance
	98
	100
	90
	2
	-
	10
	-
	-
	-
	-
	-
	-


   Table IX reveals that majority of the respondents rated the surface enriched sarees as excellent .Among the three sarees selected , colour combination used in the saree was rated be excellent as stated by cent per cent of judges . This is followed by harmony in design that is rated as excellent by 98,97and 96 per cent of the judges for s1,s2 and s3 respectively with regard ti surface enrichment techniques used  on  sarees , they were rate to be  excellent by 90,93 and 88 per cent of the judge  
5. SUMMARY AND CONCLUSION


Clothing has been used since earlier times by the people for protection against climatic conditions. Khadi cloth is made from natural fibers like cotton, wool, silk or combining them. Thus, it is an eco-friendly cloth and heritage cloth. Khadi cloth is very comfortable to wear. Today, khadi fabrics are not just restricted to cotton, and have many aspects. Khadi blends with other fibers to make raw silk khadi, poly khadi, tussar silk and many more. As today’s youngsters demand more of khadi clothing because of its solitary looks and increasing demand. New opportunities of khadi silk were created when Indian economy was opened to world market. Depending on the style and pattern, these apparels are seen in store racks in a price range of Rs400-2500. There is a good demand for khadi silk products both in the domestic and international markets.


The saree is the quite essential indian female garment. Nothing identifies a woman as being Indian as strongly as the saree. Although the saree is an untailored cloth, the fabric is highly structured and its design vocabulary is sophisticated. Knowledge of the basic properties of fabrics, yarns and structures help designers and end-users understand what makes a fabric look the way it does or perform in a specific way. 

The existence of value addition on sarees is not only cater to the consumer's needs yet represent the designer's innovation which brings revolution in the fashion world. As the human tendency which always demands a change, a plenty of experiments worked upon by the designer, creates a difference with unique design features. The specific objectives of the study are to: 

· Find out the preference for khadi silk sarees. 

· Develop designs for surface enrichment on khadi silk sarees.

· Carrying  out surface design on khadi silk sarees.

· Evaluate the design features applied on khadi silk saree.

Methodology 

Survey – The need to conduct the survey was felt, to elicit information regarding the consumers’ choice for designer wear sarees and various design features in them. Coimbatore was the selected area of the survey and the samples selected were post graduate students and working women in Avinashilingam Deemed University for women. Fifty samples were taken from each group.  A questionnaire was prepared and gartered information such as reasons for preferring saree material preferred and awareness khadi silk sarees, preferred motifs ,colour and the type of surface designing required  were also included in the questionnaire.

 Design development – The next step was the designing of the sarees based on the survey. Geometrical and floral motifs were selected for the designing of the saree. Since this study aims at adding value to the khadi silk sarees, Padiyur sarvodhaya Sangh was approached. Authorities were explained about the aim of the study. Three silk sarees were collected from them for surface designing. Though these Sanghs sell embroidered and printed sarees, the design features and matching colours used for design enhancement are not satisfying. Saree thus received from the sangh were made pure silk with checked pattern and ikhat border. The colour combinations of the selected sarees were blue and red, half white and red, bluish green and yellow. The sarees are shown in (plate).

A maroon colour printed slik saree was also taken from the sangh for using it for surface designing through patch or appliqué and border attachment. Sarees thus collected from the sangh was shown to the selected respondents and asked about their opinion for surface enrichment.


Geometric and stylized motifs were selected for the creation of design for khadi silk sarees. These designs were selected based on the preference of the subjects. The geometrical designs this  developed were shown to the subjects for evaluation. A proforma was prepared for evaluation and the same is administered to the selected subjects and were asked to evaluate the developed designs. There were consolidated and recorded. The best preferred design was taken for surface designing on saree as to blend.

Findings:

· Finding of the opinions as expressed by the students and working women show that seventy eight per cent of the students and working women respectively opted silk saree for designer wear.

· About 90 per cent of the working women preferred khadi its traditional look Forty per cent of the students opted it grand look.

· Majority of the working women opted greater than Rs 2000/- range of saree. Forty per cent of the working women preferred 10-20 number of saree possessed and 64 per cent of the working women opted 3-6 number of saree purchased.

· Majority of the students 46 pre cent and working women preferred border attachments. Thirty six per cent of the students preferred spot design at chest and 36 per cent of the working women opted all over butta design.

· Majority of the students 38 per cent preferred geometric design and 42 per cent of the working women opted conventional motif.

· About 46 per cent and 42 per cent of students and working women respectiveiy preferred medium size motif.

· Forty two and forty per cent of the students and working women liked blue colour, 22 and 24 percent liked red colour, 16 per cent and percent liked yellow colour.

· About 60 per cent and 50 per cent of the students and working women preferred light shades. 56 percent 50 per cent of the students and working women respectively opted light and dark shade combination.

· Cent per cent of the selected respondents opined that new designs could be introduced for surface enrichment in khadi silk saree.

· From the category I designs, S8 were selected first ranked. Among these saree is selected for surface enrichment. In the saree category II, design S18 was selected first ranked and in the sareeIII category, S29 has been opted for surface enrichment.

Conclusion:

From the study it could be concluded that surface  enrichment on sarees give them a new look as designer wears. Enrichment through various techniques such as embroidery, appliqué, trimmingsand border attachments add value to the base material. Though there are numerous varieties of surface enriched available in the market, sarees that are sold by the khadi sectors are also decorated with one or other techniques. Hoever, in corporation of design featurers and techniques are not harmonious and stylish. Hence this study would throus a light on the way to select design features and trimmings.

Recommendations:

· Designs could be developed for print and paint on khadi silk sarees.

· Developing design library for embroidery on khadi silk sarees.

    Limitations:

· Cost of silk is a constraint to tryout more designs.
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APPENDICES

Appendix - i
Interview Schedule for Elicit Information from Working Women and about their Preference for Designer Wear Saree

1. Name of the interviewer :

2. Name of the interviewee:

3. Age


       :

4. Address

       :
5. What kind of material you prefer for designer wear sarees ?

a) Cotton

b) silk 

c) silk cotton 

d) synthetic 

e) jute cotton

6.   Are you aware of khadi sarees?  

a)   Yes  b)   No  

If Yes, 

a) Culture

b) Comfortable

     e)   Grand look 


d)   Patriotism

7. Would you accept khadi silk   as  a designer wear sarees 

a)    Yes 
b)    No  

If Yes, 

a) Grand look 

b) Comfortable 

c) Stylish

d)  Durable 
e) Easy care

8.  How much do you spend for khadi silk saree? ?

a) >500

b) 500 – 1000

c) 1000 – 1500

d) 1500 – 2000

e) <2000

9. How often do you wear khadi silk saree?
a) Monthly once

b) Twice a week

c) Twice a month      d) Weekly once

10. How many khadi silk sarees do you purchase in a year?

a) >3

b) 3 – 6

c) 6 – 9

d) <9

11. How many khadi silk sarees do you have?

a) <10 

b) 10 – 20

c) >20

12. Why does the cost of silk saree vary from one style to other? Design

a) Colour

b) Texture

c) Quality

d) Decoration

13. Do you prefer surface decoration on silk sarees? 

a) Yes 

b) No

14. Indicate your preference for surface decoration essentials

a) Type of design

i) Naturalistic design

ii) Geometric design

iii) Conventional design

iv) Historical design

v) Abstract design

vi) Two or more types of motifs together

b) What size of motif do you prefer for khadi saree?

i) Small 

ii) Big
iii) medium
iv) Both

c) In how many number of colours do you like khadi saree to be?

i) Single 

ii) double colours

iii) Tri colours

iv) Multi colours 
v)All the above

d) What are the colours you like in khadi silk saree?

i) Red 

ii) Yellow

iii) Blue

iv) Green

v) Orange

vi) Violet

e) Colour shades 
i) Dark shades

ii) Light shades

iii) Both

f) Colour shade combinations

i) Light and light 

ii) Light and dark

iii) Dark and dark

iv) Combination oflight colours

v) Combination of dark colours

vi) Combination of light and dark colours

g) Trimmings and decoration

i) Patch and appliqué  work

ii) Embroidery work

iii) Mirror work

iv) Zardosi work 

15. Indicate your preference for surface enrichment

i. All overdesign

ii. Spot design

iii. Border design

Appendix ii 

 State your preference for designer wear saree
	S.No.
	Design
	Preference

	1.

2.

3.

4.

5.

6.

7.

8.

9.
	All over butta design

Spot design at chest

Spot design at pallu

Spot design at front pleats

Border attachments

Heavy pallu

Heavy borders

Butta all over and border attachments

Spot design and border attachments
	


Appendix - iii

Evaluation of Manual Design developed for surface enrichment

	Design Code
	Number (50)

	
	Excellent
	Good
	Fair
	Poor



	
	Student
	Working Women
	Student
	Working Women
	Student
	Working Women
	Student
	Working Women
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	S30
	
	
	
	
	
	
	
	


_1366095921
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