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Abstract 
This article represents the second part of a simple and intuitive method, fina-
lized to “speaking” the Be-Bop language almost immediately, without pos-
sessing any particular jazz background. We herein exclusively discuss the im-
provisation techniques regarding the Minor Seventh Chords. Starting from a 
specific extended “sentence”, built around the Minor Triad, we show how to 
instantly deduce further sentences, how to modify them, by cutting and add-
ing “words”, and how to effectively combine them. Moreover, we briefly ex-
plain how to deal with tonicization, and how to use the sentences suitable for 
the Minor Seventh Chords on the “corresponding” Dominant Seventh and 
Half-Diminished Chords. 
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1. Introduction 

We herein exclusively deal with the minor seventh chord, starting from a fun-
damental extended “sentence”, built around the minor triad, which immediately 
gives birth to three further sentences. The sentences so obtained can be easily 
cut, modified, by using new “words” (Wise, 1983) and extensions, and then 
combined. As elsewhere discussed (Cataldo, 2017), the peculiarity of the method 
lies fundamentally in the fact that the attention of the improviser is always fo-
cused on triads. 

2. The Method 
2.1. The Fundamental “Sentence” 

We herein will deal with a C-7 chord. Obviously, the method should be prac-
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ticed and mastered in all 12 keys. 
Although it is anything but a novelty (Wise, 1983), we will carry out the whole 

discussion in terms of sentences and words. 
Before starting, it is worth underlining how the only required background ac-

tually consists in the mere knowledge of triads. 
The fundamental sentence we have to start from is shown in Figure 1. 
In Figure 1, like in all the staves in this paper (net of a single exception), the 

chordal notes (meant as the notes that constitute the triad) are highlighted in 
red. 

The particular time signature (3/4) in Figure 1, chosen exclusively for the sake 
of convenience, is related to the “odd periodicity” of the sentence. On this sub-
ject, it is worth underlining how the sentence in question could have been equi-
valently written in 6/4 time, so emphasizing its periodic behavior. 

2.2. Learning to “See” the Minor Triad 

The fundamental sentence can be evidently played starting from each of the 
chordal notes, by means of a simple translation. 

It is essential to underline that, in playing both the sentence we have just ex-
amined and the ones that will arise from it, the musician must focus his/her at-
tention “exclusively” on the minor triad and its inversions (in case of transla-
tion). 

From the pattern shown in Figure 1, exploiting the translation and carrying 
out a banal cutting, we immediately deduce the three following sentences: 

            (1) 

         (2) 

         (3) 

All the anacruses are clearly optional. 
Although the topic is not herein properly addressed, we highlight how the 

sentences in Staves (1), (2), and (3) lend themselves, very evidently, to several 
metric displacements. 

At this point, it is worth practicing the following exercise, based upon the 
minor triad and the ascending (chromatic) approach: 

  (4) 

By means of a simple metric displacement, from the previous exercise, we can 
deduce the following: 

  (5) 
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From Staves (1), (2), and (3), the latter considered with a metric displacement, 
exploiting the previous exercise, we deduce the three following sentences: 

          (6) 

          (7) 

          (8) 

At this point, we can already start to combine the sentences deduced, so as to 
obtain something more complex (Baker, 1988a, 1988b, 1988c, 1988d; Wise, 
1983). 

For example, from Staves (5) and (7), the latter extended as shown in Figure 
1, we can easily deduce the underlying long sentence: 

 (9) 

Let’s now practice the following pattern, based upon the mixed approach 
concept: 

            (10) 

The previous sentence allows the musician to sound very “chromatic”. 
Obviously, coherently with what highlighted at the beginning of this section, 

in performing the exercise proposed in Staff (10), the improviser must focus 
his/her attention “exclusively” on the minor triad. 

We can clearly continue to mix the sentences, now with an additional ingre-
dient. 

For example, from Staff (2), considered without the anacrusis and extended as 
shown in Figure 1, and Staff (10), transposed an octave higher, we obtain: 

  (11) 

Let’s now consider the following new “word”, based upon the mixed approach 
concept, like the one in Staff (10), but built, in this case, considering an ascend-
ing motion: 

             (12) 

 

 
Figure 1. The Fundamental “Sentence”. 
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Exploiting the word just considered, we can obtain a great deal of new sen-
tences. 

For example, from Staff (1), transposed an octave lower and stopped at the 
fifth, Staff (10), and Staff (12), we obtain: 

 (13) 

Let’s now consider another new “word”, nothing but a very short “back and 
forth” chromatic bridge between the fifth and the (major) sixth: 

                  (14) 

From Staff (6), considered without the anacrusis and stopped at the fifth, ex-
ploiting the new word just obtained, we deduce the following sentence: 

            (15) 

The previous sentence allows to modify the fundamental one. In Figure 2 an 
alternative version of the fundamental sentence, now with an “even periodicity”, 
is shown. 

Following a line of reasoning that, at this point, should be clear, the sentence 
in Figure 2 can be exploited to deduce a great deal of further sentences. 

2.3. Chromatic Bridges between Diatonic Thirds 

Let’s consider the descending chromatic bridge between the fifth and the root. 
Obviously, the above-mentioned bridge can be imagined as being arisen from 
the juxtaposition of two shorter descending chromatic bridges (the first links the 
fifth to the minor third, the second links the minor third to the root): 

            (16) 

Obviously, the shorter bridges can be also used independently. 
For example, from Staff (1), cut once we reach the minor third, we have: 

            (17) 

Similarly, ignoring the anacrusis and carrying out a cutting, from Staff (2) we 
have: 

               (18) 

 

 
Figure 2. The Fundamental “Sentence” with an “Even Periodicity”. 
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From Staves (14) and (16) we obtain: 

          (19) 

From Staff (2), ignoring the anacrusis and carrying out a simple cutting, ex-
ploiting the sentence just obtained, we have: 

            (20) 

Let’s now consider the following new word: 

                      (21) 

Very evidently, the prior word simply consists in a descending chromatic 
bridge, this time between the minor seventh (depicted in green) and the fifth. 

From Staves (16) and (21), we immediately obtain: 

          (22) 

From Staves (18) and (21), we have: 

          (23) 

From Staves (19) and (21), the first stopped at the third, we have: 

           (24) 

Following the same line of reasoning, we can easily deal with all the further 
available tensions (ninth, eleventh, thirteenth). Figure 3 shows how to build 
descending chromatic bridges between all the available tensions (between all the 
diatonic thirds), by exclusively thinking about three fundamental major triads. 
Once again, it is worth highlighting how this method is entirely based upon tri-
ads. 

2.4. The Power of Tonicization 

The minor seventh chords can be tonicized (Dobbins, 2010; Levine, 2009). The 
procedure is practically indispensable when the chord remains the same for a 

 

 
Figure 3. Chromatic Bridges between Diatonic Thirds. 
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certain number of bars (suffice it to think about structures such as the one of “So 
What”). 

For example, C-7 can be followed and/or preceded by G7, sometimes consi-
dered with the flat ninth, so as to legitimize a “diminished substitution” (Parker, 
1978). 

One of the strong points of the method consists in the fact that all the sen-
tences we have deduced (and all the ones that can be further deduced by follow-
ing the line of reasoning herein exploited) are perfectly suitable for a tonicized 
minor chord, no matter where the tonicization actually takes place. 

If we consider, for example, the sentence in Staff (1), we easily realize how it 
can be played considering whatever kind of tonicization (whatever kind of “to-
nicized harmonic progression”) based on C-7: 

          (25) 

          (26) 

          (27) 

In order to provide a further example, we can consider the sentence in Staff 
(22) and verify how it can be evidently played imposing whatever kind of tonici-
zation: 

             (28) 

             (29) 

             (30) 

The suitability of a particular sentence can be locally checked, bearing in mind 
that, obviously, the dominant seventh chords can be altered. 

In Staves (25), (26), and (30) (referring, in the latter, to the last bar), Eb 
represents the flat thirteenth of G; in Staves (29) and (30) (referring, in the latter, 
to the first bar), Bb (that is enharmonic with A#) represents the sharp ninth of 
G. 

2.5. The “Corresponding” Dominant Seventh Chord 

In the Be-Bop language, net of rare exceptions, a minor seventh chord can be 
serenely imagined as being associated to a Dorian mode (Levine, 2009). In other 
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terms, in spite of the role played in the particular harmonic progression and 
notwithstanding possible tonicizations, a minor seventh chord can be considered 
as being a second degree. 

In our case, consequently, C–7 can be considered as being a “relative” of F7’s, 
since both the chords arise from the harmonization of Bb Ionian (D’Errico, 
2017). 

On this subject, exploiting the first part of the method (Cataldo, 2017), let’s 
consider one of the “fundamental sentences” that can be played on F7. The sen-
tence in question is shown in Figure 4, with the chordal notes (the ones that 
constitute the F Major Triad) depicted in red, and the minor seventh (with re-
spect to F) depicted in green. 

In Figure 5 we rewrite the same sentence: this time, however, the chordal 
notes, depicted in red, and the minor seventh, depicted in green, resume refer-
ring to C-7. 

It is very easy to verify how the sentence in Figure 5 is perfectly suitable for 
C-7. Moreover, following a procedure that, by now, should be fully understood, 
we can deduce a great deal of new sentences, omitted for brevity, that can be 
furtherly modified and combined with the ones to date obtained. 

In addition to this, we can state that, by virtue of the harmonic relationship 
discussed in this paragraph, all the sentences suitable for C-7 can be played on 
F7, although with some “precautions”: some sentences, in fact, work better when 
the chord is provided with the sharp ninth, some others are to be preferred when 
the chord is suspended, and so on. 

2.6. The “Corresponding” Half-Diminished Seventh Chord 

In the light of the harmonic relationship briefly discussed in the previous para-
graph, C-7 can also be considered as being a “relative” of A-7b5. More precisely, 
A-7b5 (Locrian) is the “relative in common” (considering diatonic thirds) for 
both C-7 (Dorian, a minor third higher) and F7 (Mixolydian, a major third low-
er) (D’Errico, 2017). 

On this subject, let’s consider once again the sentence, suitable for F7, shown 
in Figure 4. In Figure 5 we have already rewritten this sentence, as a “function” 
of C-7. Now, we can rewrite the same sentence as a function of A-7b5. The re-
written sentence is shown in Figure 6, with the chordal notes (the ones that 
 

 
Figure 4. A “Fundamental Sentence” for F7. 
 

 
Figure 5. A “Fundamental Sentence” for F7, as a “function” of C-7. 
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Figure 6. A “Fundamental Sentence” for F7 or C-7, as a “function” of A-7b5. 
 
constitute the A Diminished Triad) depicted in red, and the minor seventh (with 
respect to A) depicted in green. 

The sentence in Figure 6, by means of a banal translation, gives birth to three 
further sentences (one for each of the chordal notes, omitted for brevity) that 
can be modified and combined following the usual procedure, so as to build a 
“vocabulary” suitable for the Half-Diminished Chords. The number of sentences 
suitable for this kind of chord can be further increased by exploiting the har-
monic relationship discussed in the two previous paragraphs. In order to pro-
vide an example, based upon the specific case herein shortly addressed, many of 
the sentences suitable for C-7 and F7 can be serenely played “as they are” on 
A-7b5. 

3. Brief Conclusion 

This method constitutes nothing but a simplified introduction to the Be-Bop 
language. Nonetheless, all the sentences herein deduced, net of possible “en-
richments” (Cataldo, 2017) and combinations with “public domain” patterns 
(Coker et al., 1982; Nelson, 2010), can be easily found by examining well-known 
solo transcriptions (Garland, 1999; Kelly, 2013; Parker, 1978; Powell, 1998, 2002). 

The fundamental peculiarity of the method, once again, consists in the fact 
that the attention of the improviser, whose jazz background can be very mini-
mal, is fundamentally focused on triads: basically, there is no need to know any-
thing else to start playing Be-Bop. Obviously, the knowledge of harmony and the 
capability of mastering several effective scales (hexatonic, such as the whole-tone 
scale; heptatonic, such as the super-Locrian; octatonic, such as the half-
tone-tone), as well as very popular patterns, allow the musician, beyond any 
doubt, to further enrich his/her language and, above all, to play with reasonable 
consciousness (D’Errico, 2015). 
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Abstract 
This article represents the third part of a simple and intuitive method, 
finalized to “speaking”, almost immediately, the Be-Bop language, without 
possessing any particular jazz background. We herein exclusively discuss the 
improvisation techniques regarding the Major Seventh Chords. Starting from 
a specific extended “sentence”, built around the Major Triad, we show how we 
can instantly deduce further sentences, how to modify them, by cutting and 
adding “words”, and how to effectively combine them. Moreover, we briefly 
explain how to deal with Tonicizations and ordinary Jazz Turnarounds. 
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1. Introduction 

We herein exclusively deal with the major seventh chord, starting from a fun-
damental extended “sentence”, built around the major triad, which immediately 
gives birth to three further sentences. The sentences so obtained can be easily 
cut, modified, by using new “words” (Wise, 1983) and extensions, and then 
combined. As elsewhere discussed (Cataldo, 2017a, 2017b), the peculiarity of the 
method lies fundamentally in the fact that the attention of the improviser is fo-
cused on triads. 

2. The Method 
2.1. The Fundamental “Sentence” 

We here in will deal with a Cmaj7 chord. Obviously, the method should be prac-
ticed and mastered in all 12 keys. 

Although it is anything but a novelty (Wise, 1983), we will carry out the whole 
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discussion in terms of sentences and words. 
Before starting, it is worth underlining how the only required background 

consists in the mere knowledge of triads. 
The fundamental sentence we have to start from is shown in following Staff: 

(1) 

In Staff (1), like in all the staves in this paper, the chordal notes (meant as the 
notes that constitute the triad) are highlighted in red. 

The particular time signature (3/4) in Staff (1), chosen exclusively for the sake 
of convenience, is related to the “odd periodicity” of the sentence. On this sub-
ject, it is worth underlining how the sentence in question could have been equi-
valently written in 6/4 time, so as to emphasize its periodic behavior. 

2.2. Learning to “See” the Major Triad 

The fundamental sentence can be evidently played starting from each of the 
chordal notes, by means of a simple translation. 

It is essential to underline that, in playing both the sentence we have just ex-
amined and the ones that will arise from it, the musician must focus his/her at-
tention “exclusively” on the major triad and its inversions (in case of transla-
tion). 

From the pattern shown in Staff (1), exploiting the translation and carrying 
out a banal cutting, we immediately deduce the three following sentences: 

        (2) 

        (3) 

        (4) 

All the anacruses are clearly optional. 
Although the topic is not herein properly addressed, we highlight how the 

sentences in Staves (2), (3), and (4) lend themselves to several metric displace-
ments. 

At this point, it is worth practicing the following exercise based upon the ma-
jor triad and the ascending (chromatic) approach 

(5) 

By means of a simple metric displacement, from the previous exercise, we can 
deduce the following: 

(6) 
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From Staves (2), (3), and (4), the latter considered with a metric displacement, 
exploiting the previous exercise we deduce the three following sentences: 

        (7) 

        (8) 

        (9) 

At this point, we can already start to combine the sentences deduced, so as to 
obtain something more complex (Baker, 1988a, 1988b, 1988c, 1988d; Wise, 
1983). 

For example, from Staves (6) and (8), the latter extended as shown in Staff (1), 
we can easily deduce the underlying long sentence: 

(10) 

Let’s now practice the following pattern based upon the mixed approach con-
cept: 

        (11) 

The previous sentence allows the musician to sound very “chromatic”. 
Obviously, coherently with what highlighted at the beginning of this section, 

in performing the exercise in Staff (11), the improviser must focus his/her atten-
tion “exclusively” on the major triad. 

We can clearly continue to mix the sentences, now with an additional ingre-
dient. 

For example, from Staff (3), extended as shown in Staff (1), and Staff (11), 
transposed an octave higher, we obtain: 

(12) 

Let’s now consider the following new “word” based upon the mixed approach 
concept like the one in Staff (11), but built, in this case, considering an ascending 
motion: 

            (13) 

Exploiting the word just considered, we can obtain a great deal of new sen-
tences. 

For example, from Staff (2), transposed an octave lower and stopped at the 
fifth, Staff (11), and Staff (13), we obtain: 
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(14) 

Let’s now consider another new “word”, nothing but a very short “back and 
forth” chromatic bridge between the fifth and the (major) sixth: 

                  (15) 

From Staff (7), considered without the anacrusis and stopped at the fifth, by 
exploiting the new word just obtained, we deduce the following sentence: 

          (16) 

The previous sentence allows us to modify the fundamental one. In the fol-
lowing Staff an alternative version of the fundamental sentence, now with an 
“even periodicity”, is shown. 

(17) 

Following a line of reasoning that at this point should be clear, the sentence in 
Staff (17) can be exploited in order to deduce a great deal of further sentences. 

2.3. Introducing the (Major) Seventh 

Let’s consider the following new word, that simply consists in a descending 
chromatic bridge between the major seventh (depicted in green) and the fifth: 

                     (18) 

From Staves (2) and (18), the first considered without the anacrusis and 
stopped at the fifth, we immediately obtain: 

         (19) 

If we consider the “back and forth” version of the chromatic bridge in Staff 
(18), from Staff (19) we obtain a new long sentence extended along two consecu-
tive octaves. This sentence, shown in the underlying Staff, gives birth to three 
further sentences, omitted for brevity, that can be progressively modified in the 
usual way. 

(20) 

From Staff (14), by carrying out a simple cutting and exploiting the “back and 
forth” chromatic bridge between the fifth and the seventh, we have: 

(21) 
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From Staff (13), exploiting the sentence shown in Staff (20), we obtain: 

(22) 

From Staff (16) exploiting, once again, the sentence shown in Staff (20), we 
have: 

(23) 

2.4. Introducing the Ninth 

Let’s now consider the two following new words, extremely similar to each oth-
er, that simply consist in a descending chromatic bridge between the ninth and 
the major seventh, both depicted in green: 

                     (24) 

                     (25) 

Obviously, the second of the above-mentioned words simply emphasizes the 
root. Exploiting Staff (18), from Staves (24) and (25) we obtain, respectively, the 
two following short sentences: 

               (26) 

               (27) 

At this point, it is very easy to obtain a multitude of new sentences, whose 
length and complexity basically depend on the capability of cutting and com-
bining. 

For example, from Staves (19) and (27), the first transposed an octave lower 
and stopped at the fifth, we immediately obtain the following short sentence: 

            (28) 

Just to provide a further example, from Staves (17) and (28), exploiting the 
“back and forth” chromatic bridge between the fifth and the seventh, we easily 
obtain: 

(29) 

It is worth highlighting how the sentence in Staff (28) can be slightly modified 
as follows (Garland, 1999; Kelly, 2013; Parker, 1978; Powell, 1998, 2002): 

         (30) 
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Bearing in mind that, according to the so-called diatonic substitutions 
(D’Errico, 2017), each majors seventh chord can be replaced by the minor se-
venth one “placed” a major third higher (and by the minor seventh one “placed” 
a minor third lower), we can now consider the following extremely simple new 
word: 

                   (31) 

From Staves (30) and (31), we deduce the following interesting Be-Bop “loop”: 

      (32) 

From the loop shown in Staff (32), by means of simple translations, we in-
stantly obtain the following four sentences: 

       (33) 

       (34) 

       (35) 

       (36) 

2.5. Tonicizations and Turnarounds 

The major seventh chords can be tonicized (D’Errico, 2017; Dobbins, 2010; Le-
vine, 2009). The procedure is practically indispensable when the chord remains 
the same for a certain number of bars. 

For example, Cmaj7 can be followed and/or preceded by G7, sometimes con-
sidered with the flat ninth, so as to legitimize a “diminished substitution” (Park-
er, 1978). 

One of the strong points of the method consists in the fact that all the sen-
tences we have deduced (and all the ones that may be further deduced by fol-
lowing the line of reasoning herein exploited) are perfectly suitable for tonicized 
major chords, no matter where the tonicization actually takes place, and ordi-
nary turnarounds. 

If we consider, for example, the sentence in Staff (2), we easily realize how it 
can be played on the following progressions: [Cmaj7|G7|Cmaj7], [Cmaj7|D–7 
G7|Cmaj7], [Cmaj7 A–7|D–7 G7|Cmaj7]. 

       (37)
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       (38)

 

       (39)

 
Similarly, if we examine the sentence in Staff (33), we easily realize how it can 

be played on the same harmonic progressions we have just considered: 

       (40)

 

       (41)

 

       (42) 

For the sake of brevity, the suitability of the sentences in case of harmonic 
substitutions, such as the secondary dominant ones, is not herein addressed. 

3. Brief Conclusion 

As elsewhere underlined (Cataldo, 2017a, 2017b), this method constitutes noth-
ing but a simplified introduction to the Be-Bop language. Nonetheless, all the 
sentences herein deduced, net of possible “enrichments” (Cataldo, 2017a) and 
combinations with “public domain” patterns (Coker et al., 1982; Nelson, 2010), 
can be easily found by examining well-known solo transcriptions (Garland, 
1999; Kelly, 2013; Parker, 1978; Powell, 1998, 2002). 

The fundamental peculiarity of the method, once again, consists in the fact 
that the attention of the improviser, whose jazz background can be very mini-
mal, is fundamentally focused on triads: basically, there is no need to have any 
further knowledge in order to start playing Be-Bop. Suffice it to consider that, in 
introducing the seventh and the ninth, the improviser can also refer to the major 
triad placed a perfect fifth higher (with respect to the root of the chord on which 
he/she is improvising). 

Obviously, the knowledge of harmony and the capability of mastering several 
effective scales (hexatonic, such as the whole-tone scale, heptatonic, such as the 
super-Locrian, octatonic, such as the halftone-tone), as well as very popular pat-
terns, allow the musician, beyond any doubt, to further enrich his/her language 
and, above all, to play with reasonable consciousness (D’Errico, 2015). 
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Abstract 
Computer graphics has played significant role in design concept of most fields 
of Visual Art. Embroidered design on paper and other forms of textile mate-
rials are not exempted. Embroidery art has a long standing history of embel-
lishment on textile material, many of which are first drawn on paper and later 
transferred unto the textile material or sometimes drawn directly on the tex-
tile material before commencing the embroidery usually done manually with 
thread and needle. Just like many fields and discipline, the advent of computer 
technology also has its influence on the practice of embroidery. This paper 
therefore assesses the effect of computer graphics on the production of em-
broidered clothing in selected cities of south western Nigeria. A concise sur-
vey was carried out in the study area to assess the impact of computer graph-
ics on embroidered clothing. 
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1. Introduction 

Visual Arts are art forms that are primarily visual in nature, such as painting, 
photography, textiles, printmaking, sculpture, ceramics, etc.; the people who 
studied any of these forms of visual arts are regarded as Visual Artists (Ibiwoye 
et al., 2014). Embroidery design is a form of Visual Art categorised under Tex-
tiles Design. The history of Visual Art in Nigeria can be traced backed to the 
Nok art; the art of the people believed to have lived between 900 B.C and 200 
B.C in what is now the North Central Nigeria. The art of the earlier Ife Kingdom 
in the South-Western Nigeria was also very unique (Blier, 2005). 
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Oladumiye (2003) notes that Visual Art is a form of art that seeks to present 
the variety of ideas and emotions as recorded by the creative artist, and commu-
nicated to the audience through variety of visual and representation media. 
Graphics being a form of visual “writing” has helped to paint pictures of inten-
tions or concepts. Graphic design as a means of visual communication has also 
aided the manner in which designs concepts are presented for adequate com-
munication. The process of designing, however had been laborious before the 
advent of computer as it does involve a number of artists having to work several 
hours to produce a piece of an embroidered design. The process becomes more 
hectic for mass production. Consequent upon the advent of computer technolo-
gy and evolving Computer Graphics practice, embroidery designers are able to 
make use of Computer Aided Design, CAD to create varieties of their embroi-
dery design within limited time space. This feat is not limited to embroidery de-
sign but virtually all of Visual Art disciplines. 

Researches in embroidery practice among the people of South-Western Nige-
ria, according to Adiji (2016) have been scanty. The research into embroidery 
practice however ought to be continuous; as the trendy nature of fashion is dy-
namic, so are its concepts that constitute the trend. Mogg (2000) observes that 
each embroidered piece indicates its own time, taste, and the prevalent styles. 
Some of the researchers that have carried out studies on embroidered clothing 
include; Osunfisan (1971) who researched into dress embroidery in Kano city, 
Nigeria with the objective of documenting the various stitching applicable on 
men’s dresses. Heathcote (1979) examined the Sudanese influence on Hausa 
embroidered clothing; Ogunduyile (1985) also studied the aesthetic and symbol-
ic aspects of Hausa caps and garments, with a view to appreciating the values of-
ten attached to the crafts. The studies revealed understanding of symbols as a 
medium of cultural expressions in the Hausa culture. These previous studies 
failed to consider the effect of the latest technology in the production of em-
broidered design. The use of graphics and CAD was completely left out.  

This write therefore seeks to accentuate the unpublished work of Adiji (2016) 
which assessed the embroidery production on textile garments from selected ci-
ties in south-western Nigeria. The study notes that the earlier studies did not 
consider the interrelationship between hand embroidery, and machine made 
embroidery brought about as fallout of technology on the production of em-
broidered clothing in South-Western Nigeria. The study therefore went further 
to assess the level of computer usage in embroidery practices among the practi-
tioners in South-Western Nigeria, as well as explore its effect on embroidery pa-
tronage. This write up further throw lighter on not just the benefits of machine 
made embroidery, or its preference to handmade embroidery, but on the tech-
nology involve in achieving a better embroidery design within a short time. The 
significance of Computer Graphics as aided by CAD in aiding a better practice 
of embroidery cannot be overemphasized. Being a traditional culture, the sus-
tenance of embroidery practice should be addressed in the context of latest 
technology for it to remain relevant and sustained. The outcome of the study 
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may further enhance the perception of embroiderers about the significance of 
Graphics and CAD on embroidery practice. 

Adiji (2016) notes that contemporary Yoruba embroideries have began to 
progressively modify their motifs as a result of western ideas and technology, 
making use of Computer, Graphics. As in most fields of endeavour, Computer 
Graphics has helped in making explicit design concept of patterns to be embroi-
dered on textile garment. The Computer Graphics, in its bid to make designing 
and drawing of pattern more convenient has welcomed the use of Computer 
Aided Design Software, CADS. The beauty and the advantage of CADS isthat 
several varieties of design concepts with different orientations and colour 
swatches could be achieved within a short space of time. 

Although virtually every society in the South-Western Nigeria has its own 
kind of decorative motif that is of value to it, the contemporary development of 
embroidery in the part of the country has been in the direction of embroidery 
made on woven fabric such as (aso-oke), batik, tie-dye and akwete. The type of 
textile material embroidery is produced on notwithstanding, a Designer, partic-
ularly an industrially biased one is always conscious of the mass production pos-
sibility of a design concept. The use of machine now become spertinent. Em-
broidery through machine has absolutely transformed the demand for embroi-
dery designed products such as clothing and fashion accessories both locally and 
internationally. Machine embroidery is usually convenient and better executed 
when the design is done using the computer with aid of computer graphics 
software. Akinwumi (1998) and Adiji (2016) observe that machine embroidery 
designs involve the use of advanced techniques that render application like au-
tomatic digitizing 3-dimentional effects and multiple sequencing. This software 
ensures fine finishing and elaborate designs, thereby increasing the commercial 
value of embroidered products (Akinwumi, 1998; Adiji, 2016). 

The foregoing further suggests that as more emphases are being laid on ma-
chine made embroidery, attention must be drawn to CADS such as Pattern 
Maker Deluxe, Flictex Pro, Weave It, I weave it, and Grid ‘N Weave it are used 
to drive the execution of embroidery design for machine production. This be-
come important eliminates or at worse reduces the inconsistency caused by 
semi-automation of embroidery production where design for machine produc-
tion is manually done. Figure 1 is an example of an embroidery design being 
done by a machine. The design was manually drawn on a paper and then traced 
on the fabric before the machine began working on the fabric. 

In automated embroidery production the machines are often computer con-
trolled and specifically conditioned for embroidery. These industrial-commercial 
embroidery and combination sewing machines are driven by computers that 
read digitized embroidery design files created by special software. These ma-
chines are special purpose sewing machines that produce elaborate embroidery 
on fabrics by following a computer design can either be computer-created or 
created by the designer (Lemon, 2004). These design patterns come in various  
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Figure 1. An embroidery design on coil embroidery. Source: machine Source: Adiji 
(2013). 
 
pattern templates, or as clipart. Lemon (2004) adds that a more recent innova-
tion in home sewing embroidery was first commercially available in the 1990s. 

2. Computer Graphics and Computer Aided Design Software 
CADS 

Computer graphics is an art of drawing pictures on computer screen with the 
help of programming. It is a discipline that involves the skilful generation of 
images through the creation, manipulation, and computation of data (Tutorials 
Point, 2015). Williams & Agbo (2013) observe that there is barely a field of hu-
man activity today that has not felt the impact of the dramatic changes in Infor-
mation and Communication Technology, ICT in the last 10 - 15 years. The fields 
of Clothing and Textiles have continued to experience their fair share of the in-
fluence of ICT in their operations. It has also been noted that an appreciable 
number of developed nations such as United States of America, France, and 
China, have grown their economies through the fashion and textiles industries 
(Biney-Aidoo & Antiaye, 2013). These industries can therefore be counted as 
strong economic forces to be reckoned with in the development of a nation 
when given the required attention right from the training institutions before 
students get into the labour world (Adiji, 2016). 

The acronym CAD is Computer Aided Design while CADs is Computer 
Aided Design Software. The term ‘Computer Aided Design-CAD’ could implies 
the use of computer technology to carry out or assist the design process. A CAD 
system is an information technology hardware; a specialized software which may 
have a particular area of application. It could also be peripherals which in certain 
applications are quite specialized (Bilalis, 2000). 

Prior to the advent of CAD software, design sketches were made on paper 
with the aid of T-squares, set-squares, French curves, compass, pencils, erasers 
and a specialized drawing table. Designs sketches of are often hand-drawn; this 
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requires skills mastery in the mechanics of drawing lines in relation to the actual 
measurement, with precision, accuracy and attention to detail (Trika, 2016). The 
process could be cumbersome and laborious. This however do not suggest that 
the use of CADs may completely expunge the need for hand-drawn preliminary 
design sketches, but it is advantageous in the sense that CAD assist in modifying 
a drawing or correcting mistakes without necessarily starting all over again. It is 
also important to note that the invention of the graphic tablet, a peripheral of the 
computer system does not totally erase the input of user in the drawing activi-
ties. This implies that the user must have basic knowledge of design principle 
and simple drawing skills to put the gadgets to adequate use. It is usually com-
fortable when designing with CADs. Although Leach (2002), opines that it may 
be faster to create a ‘rough’ drawing such as a sketch by hand (pencil and paper) 
than using Computer Aided-Design (CAD), however, for larger and more com-
plex drawings which involve similar shapes or repetitive operations, CAD me-
thod is more efficient. This assumption may not be correct, giving the advent of 
the Graphic Tablet that is usually accompanied with light pen, used in drawing 
on the tablet. The user views the pattern or design on the computer monitor as 
the drawing is made, and necessary corrections are made using drawing tools in 
the CADs to perfect the drawing. The drawn patterns are printed out on paper 
when completed, and transferred on the garment to be embroidered. 

Production in the fashion industry before the advent CAD software was 
usually carried out by a team of workers each with specific job description. The 
whole process was time consuming due to repetitive work involved at every stage 
of production, particularly when intricate patterns are to be drawn out. Patterns 
are now easily drawn out with the aid of CADs and better still, there are software 
with pattern template from which the Designer could pick from. 

Due to costs associated with maintenance, import fees and norms, as well as 
cost for adequately training personnel on the machine operations, the spread of 
automation is still limited in the developing world. This is not unconnected with 
the cost of procuring the machine, and other paraphernalia expenditures that are 
more expensive than the cost of procuring labour for manual process. Despite 
the challenge, Computer Aided Design, CAD and/or Computer Aided Manu-
facturing, CAM systems have spread in developing countries such as Thailand 
and Sri Lanka (UNIDO, 1993; Wijayasiri & Dissanayake, 2008). 

Advances in technological have rubbed off on the clothing industry, particu-
larly in developed countries. The innovation birthed by the new technologies in-
clude smart fibres (i.e. clothing with integrated electronics as a main feature), fi-
bre surface coatings (i.e. coatings applied to make clothing flame retardant, wa-
ter resistant, antimicrobial, etc.), radio frequency identification chips (i.e. tags 
applied to clothing to improve stock accuracy and product availability, and that 
might become useful as a tool for theft prevention or anti-counterfeiting), and 
biodegradable clothing (i.e. clothing produced from banana leaves, corn and 
bamboo), among others. Both the textile and clothing industries also use tech-
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nological innovations generated in the chemicals industry, such as complex 
man-made fibres (OECD, 2004; Madsen et al., 2007). 

3. Importance of Computer Aided-Design (CAD) in Fashion 

The three fields of Fashion Design namely, Clothing technology, Textiles tech-
nology, and Fashion illustration are CAD dependent in the modern day fashion 
designing. Fashion Design Technology is the development of skills to identify 
and generate ideas and investigate into the manufacturing of clothing and ac-
cessories. This vital role is performed by the fashion designer. The area a fashion 
designer covers may range from the prediction or generation of the next trend 
choice of pattern cutting and responsibility for the finished sample (Aldrich, 
1997). The process of ideation and actualisation is clearly enhanced by the help 
of CAD as various idea or concept can be troubleshot easily with the aid of a 
CADs until the desired pattern is achieved.CAD as a tool used for design and 
drafting activity, can also be used to make rough idea sketch although it is more 
suited to create accurate finished drawing. CAD has powerful tools which aid 
creativity and visualization (Leach, 2002). 

Photoshop is a commercial standard image editing software. In Fashion, it can 
be used for editing and correcting digital photos and preparing images for 
mood/story board, magazines and posters. It can be used to create designs for 
wall hangings and print designs for fabrics and ‘Tee’ shirts. Photoshop is also 
employed to create basic patterns, figures, simple garments and garment features 
with the aid of grids and guides. Digital design portfolio is created with the aid 
of Photoshop which provides visual evidence of capabilities, strengths and quali-
ties. Digital portfolio allows students to send their work to any part of the world 
(Burke, 2006). 

4. Computer Aided Embroidery Design in Nigeria 

Andreadis, lampridou and Sherar (2015) noted that, Josue Heilmann created the 
first hand embroidery machine in the year 1828. This machine was able to utilize 
up to 4 hand embroideries, and signaled the start of revolution in embroidery. 
Although traditional hand embroidery has a long history of several thousand 
year, long before the advent of machine embroidery which is about 2 centuries 
old. Embroidery machines are now both single-head and multi-head, fitting in to 
56 heads. As each head fits one thread colour, this implies that the number of 
heads determine the amount of colours that would be featured in an embrodiery 
without interrupting the machine’s function. The advent of machine did not on-
ly give birth to textile designer who created patterns for embroidery but with the 
advent of digital technology also birthed the CADs that are now used by embro-
diery machines. The design softwares were to specifically developto serve various 
embroidery requirements. This breakthrough according to Adiji (2016) has 
boosted the embroidery production as a new revolution of CADS has began in 
the embroidery industry. 
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As the machines becomes more expensive, due to advancement in technology 
users who could not afford the machine then had to rely on purchasing the 
software that works with digital input to transform a picture or artwork into a 
machine readable embroidery pattern that can be used on embroidery machine 
Lemon (2004) and Adiji (2016). Embroidery sewing machine with inbuilt pat-
terns (Figure 2) became commercially available in the nineties the inbuilt design 
pattern in them are accessible by users are, similar to computer programmes. 

Computer Aided Design can be defined as the use of computer technology for 
design of objects, real or virtual to achieve precise drawing, however the com-
puter programme written to achieve this feat are known as software. The result-
ing drawings from the use of the software contain symbolic information such as 
the materials, the processes, the dimensions and the tolerance, according to ap-
plication specific conventions. Computer Aided Design is also utilized by the 
embroidery industry in order to improve the embroidery designs (Anderadis et 
al., 2015). Bidwell (2009) opines that there exist various commercial and free 
software products that enable the designing and editing of embrodiery patterns 
and images. The purpose of the design embroidery software is to translate the 
drawing made in the computer into stiches, and executed by the embroidery 
machine. Most of the embroidery design softwares that had been developed can 
be used for private, commercial and the industrial embroidery needs. The soft 
wares usually have advanced users interfaces with sophisticated functions. The 
user can create a drawing, set up the number of stitches, define the type of stich-
es, that is, satin, run fill stiches, it will select colours and edit the design. There  
 

 
Figure 2. CAD enabled automated embroidery machine. Source:  
https://search.yahoo.com/search;_ylt=AwrBT.IaBvtZ82MA_QpXNyoA;_ylc
=X1MDMjc2NjY3OQRfcgMyBGZyA3locy1pbnZhbGlkBGdwcmlkA0pCR1
RUM3MyU3FTR1F3WDVONzdkaEEEbl9yc2x0AzAEbl9zdWdnAzEEb3Jp
Z2luA3NlYXJjaC55YWhvby5jb20EcG9zAzAEcHFzdHIDBHBxc3RybAMw
BHFzdHJsA-
zYxBHF1ZXJ5A3BpY3R1cmVzJTIwb2YlMjBlbmFibGVkJTIwJTIwYXV0b2
1hdGVkJTIwZW1icm9pZGVyeSUyMG1hY2hpbmUEdF9zdG1wAzE1MDk
2MjMzNjE-?p=pictures+of+enabled++automated+embroidery+machine  
(2016) 
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are also more compliated functions, which include the import images to the 
software and their digitalization, offering all the main attributes of the images 
processing. 

Furthermore, some of the embroidery design software solutions offer lettering 
functions. These functions are aimed at automatically converting type fonts into 
stitches. In this way, a font character can be embroidered. It is believed that the 
emergence of computerized embroidery in fashion industry was consequent  
upon the agitations by factory workers, or embroiders who made use of manual 
process of hand and needle/thread in fashion industry which eventually led to 
the invention of embroidery sewing machine (Wing, 2010). Full automated em-
broidery production may be achieved where there are modern embroidery ma-
chines loaded with digitised design pattern with computer systems loaded with 
the required software and connected to embroidery machine. Computerized 
embroidery is therefore the automation of the embroidery machine operation, 
which is mostly controlled by the accurate computer instruction to create high 
quality and standardized embroidery design. Embroidery production is quite 
laborious if it has to be carried out traditionally, especially when operating in a 
large scale. Embroidery machine manufacturing industry has however, with the 
help of CADs and embroidery machines ameliorated the labour intensive 
processes of embroidery production through the computer. And furthermore, 
due to well organised and precise design and production process, production 
cost and other paraphernalia cost is reduced. Consequent upon these advantag-
es, computerized embroidery is most favoured in the fashion indsutry. 

Nowadays, familiarisation of Fashion Designers towards computerised em-
broidery is well used by some international fashion brands to add value to de-
signs. It is beleived that the local designers are not familiar with the techniques. 
Nigeria Fashion Designers, especially the older generation seldom use compute-
rised embroidery activities in their designs. However the younger generation is 
beginning to embrace CADs particularly while trying to meet the requirements 
of employers or customers (Adiji, 2016). 

In a survey carried out by Adiji (2016) in some selected cities in the South 
Western Nigeria, out of the total number of two hundred and fifty (250) ques-
tionnaires administered to the designers of embroidery in the study areas, two 
hundred and thirty five (235) representing 94% of the total number adminis-
tered were returned and used for the analysis. The questionnaires were adminis-
tered to the respondents in Oyo, (Oyo State) Abeokuta (Ogun State) and Akure 
(Ondo State) with the help of field assistants in the various cities 

The study reveals that there are two types of embroiderers based on the me-
thod used. The machine embroiderers constituted a greater proportion 185 
(78.72%) while only 50 (21.28%) utilizes hand as a method of embroidery. the 
result shows that embroiderers have started to embrace innovative technology 
for their work. Meanwhile, respondents from Akure 28 (37.33%) makes use of 
hand embroidery while respondents based in Abeokuta 80 (89.23) preferred 
machine embroidery for their work as evident in Table 1. 
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Table 1. Types of embroidery practices by respondents. 

Types of  
embroidery 

Abeokuta Oyo Akure 
Total Cum. % 

Freq. % Freq. % Freq. % 

Hand 7 10.77 15 15.79 28 37.33 50 21.28 

Machine 58 89.23 80 84.21 47 62.67 185 78.72 

Total 65 100.00 95 100.00 75 100.00 235 100.00 

Source: Field Work, Adiji (2016). 

 
Table 2. Effects of modern technology on the production of embroidery clothing. 

S/N Perception Statements Mean RII Rank 

1 
The impact of computer aided design on the machine 

embroidery affects the demand and supply of hand 
embroidery among consumers 

3.70 0.740 1 

2 
The reproduction techniques of traditional  

embroidery are more tedious than 
the machine embroidery 

3.68 0.736 2 

Source: Field Work, Adiji (2016). 

 
Observing the types of embroidery practices in the study areas, the machine 

embroiderers constituted the majority with185 (78.72%), while those that were 
into hand-made embroidery were 50 (21.28%) of the sampled embroiderers. 

Considering the perception of respondents about Computer Aided Design 
CAD, (Table 2) a greater percentage of respondents agree that machine em-
broidery affects the demand and supply of handmade embroidery with a relative 
importance of (RII 0.740) and this is closely aligned with the perceptions of 
consumers that ‘the reproduction techniques of traditional embroidery are more 
tedious than the machine embroidery’ (RII 0.736) ranked first and second re-
spectively in the significance list. This implies that majority of embroiderers in 
the study areas believe that the use of CAD and machine embroidery will not 
only make their work less laborious, but will also positively impact on the level 
of patronage of embroidery. 

5. Conclusion and Recommendation 

The study among other achievements has been able to highlights embroidery as 
a form of a visual art practice that needs to embrace latest technology to be sus-
tained and remain relevant. The result of the survey carried out in the study 
areas also reveals the preference of embroiderers for machine embroidery. The 
result further shows that embroiderers believe that CADs usage in their design 
process will make their work less cumbersome and increase patronage of their 
embroidery. This finding therefore implies that research of this manner will 
continue to help sustains the tradition of embroidery practice. It is expected that 
the information garnered from the study will further enrich the body of know-
ledge in the field of embroidery production. 
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However, to keep pace with advancement in technology; a dynamic pheno-
menon, the aspiration towards full automation of embroidery practice should be 
encouraged. To achieve full automation, there must be sizeable number of em-
broiderers who have been trained in the use of CADs to make their design. The 
embroiderers could also employ the services of trained Designers/Artists to help 
in drawing out the patterns before transferring them on the textile garment. 

It is therefore imperative to note that either the embroiderer has decided to 
use the embroidery machine or the traditional means of needle work, the use of 
CADs is very valuable and handy in both methods; machine or traditional me-
thod of embroidery. This assumption is further buttressed by the fact that the 
younger generation are no longer interested in the traditional method of men-
torship training in embroidery design and production. With the computer 
technology savvy crop of youths today, there is a need to keep promoting auto-
mated embroidery production. This approach is believed to attract the younger 
generation and keep the art of embroidery alive. There is also a call for synergy 
between the Nigerian Fashion Designers and CADs developer so that indigenous 
cultural symbols are created as parts of the cliparts as well as including cultural 
shapes and forms in the CADs tools. 
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Abstract 
In today’s increasingly fashionable design society, the design of fashion prod-
ucts requires designers to have advanced consciousness and innovative spirit. 
Concept design is undoubtedly the most consistent with the development 
trend of the field of design theory. However, related studies are still scarce. 
This paper explains the definition of conceptual design and the conceptual 
design features of fashion products. Furthermore, some principles and me-
thods of carrying out conceptual design of fashion products are analyzed pre-
liminarily, with a view to further theoretical framework of fashion product 
conceptual design and its methods, to provide guidance for the development 
of design activities. 
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1. Introduction 

In the article of Fashion Product Design Theory, the author primarily discusses 
the definition, attribute and category of fashion product with its design. It also 
puts forward that fashion product design is a creative comprehensive informa-
tion process which shows up the form of products in a flat or three-dimensional 
form by using various “fashion elements”. It is the process that converts people’s 
pursuit of “fashion” or need to a specific physics or tools. At the same time, it is 
a method that designers are in the use of “fashion” to implement a planning, en-
visaging, and solving problems and through specific operations, expressing in 
the form of “fashion” (Hu, 2017). 

Based on the above-mentioned basic principles, the “conceptual design” with 
its related issues of fashion product as well as the theory that enriches the fa-
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shion product design and its practice methods will be explained in this article, 
which aims to provide some new thinking and perspective for China’s fashion 
design and education. If there is any omission, point out and correct it. 

2. The Interpretation of the Conceptual Design 

“Conceptual Design” was first proposed in the Conceptual Design written by 
American graphic designer Ellen Hobart Allen Hubert in the 1980s. The book 
contents how to organize ideas in graphic design, and how to endow design ob-
jects with a concept or idea for better promotion of enterprise as well as prod-
ucts and guiding consumers. At that time of the domestic design industry, very 
few people tried to understand the product design from point view of the “con-
ceptual design” and cause enough attention. 

Industrial design direction is the main force of the practice of “concept de-
sign” in the design field, because industrial products possess with mass, auto-
matic and fashionable characteristics. The design will bring more direct impact 
on the production area which makes more rapid sensitive reaction to the market 
information. The conceptual design is particularly important before the promo-
tion of a new product. Especially in automotive industry, the conceptual design 
becomes an engine that promotes the innovation of automotive industry. Car 
manufacturers often complete the exploration of new fashion, technology and 
function firstly through the conceptual design. At the same time, “concept car” 
has also become a benchmark leading development of automobile industry 
(Figure 1). 

Based on the existing theoretical description, we can roughly define the con-
ceptual design as follows: 

First of all, it is a series of orderly, organized, targeted design activities that 
starts from analyzing consumers’ needs to generating conceptual products. The 
 

 
Figure 1. This Lamborghini hybrid concept car, called Madura, was designed by Slavche 
Tanevsky, a student of the Department of Science Applications at the University of Mu-
nich, Germany. 
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development of a conceptual product needs to be established on the cornerstone 
of the target results through a large number of market research. To a large ex-
tent, the feasibility of this result determines the vitality of product after coming 
onto the market, so the basis of reliability is the key to success. And then it is a 
series of scientific rigorous design system engineering which ultimately derives 
the specific form, materials, structure and other content of abstract concept 
(Zhu, 2014). 

Secondly, it is a process that is presented as a constantly evolving process from 
coarse to fine, from blur to clear, from abstract to concrete. In the early stages of 
the design, the designer must make a careful investigation and planning of the 
program to be designed, come out of a series of design ideas in which designer 
has to refine out the most accurate, the most feasible, the largest market poten-
tial conceptual model (Chen, 2013). 

Thirdly, it is a design method that takes advantage of design concept which is 
set as a main line throughout the whole design process. Modern media and psy-
chology firmly believe that concept is the conclusion of people’s thinking about 
the characteristics and significance which can represent a certain thing or de-
velopment process.” The design concept is a summary of the thoughts generated 
from various emotional thinking summed up and refined by designers in view of 
the design (Ye, 2012). If the conceptual design is an article, then the design con-
cept is the theme of this article. Conceptual design revolves around the design 
concept, and the design concept is linked to all aspects of conceptual design 
(Figure 2). 

Finally, it is a way of thinking. It rises the designer’s complex sensibility and 
instantaneous thinking to the unified rational thinking through design concept, 
which can help the designers successfully complete the whole design. Conceptual 
design is a goal that must be achieved through a reasonable path, with a basic 
logical framework. It is not a pure inspiration burst, not water without source or 
tree without roots, but a creative flash within highly rational thinking paradigm 
(Red Dot Design Concept Yearbook). 

3. The Main Features of Fashion Product Conceptual Design 

According to the interpretation of the conceptual design, we can clearly grasp 
the basic characteristics of fashion product conceptual design, and then build up 
theoretical system of such design so that guide the practice of design activities 
correctly. 

3.1. Creativeness 

Fashion product conceptual design firstly need to be creative, except for the ba-
sic measure of “fashion”, the conceptual design needs more emphasis on the ori-
ginality and original creativity of design, rejecting any existing things from form 
and content. Certainly, it doesn’t mean that you can not use those symbols and 
material as well as procedures that have existed in history, but must apply to  
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Figure 2. Swedish designer Vincent Sall proposed a subversive concept for 
the Leica X3, which inspired by the monochrome glasses. 

 
practice in new ways and new perspectives. For example, the Bagigia brand 
launched a fashion handbag in the concept of hot-water bottle which was not 
original, when it was moved to the handbag, it has shown a particularly promi-
nent original effect and fashion sense (Figure 3). 

3.2. Perceptiveness 

The conceptual design of fashion products can be not involved with many spe-
cific functional problems (such problems can be amended in the program design 
phase). As for functional issues, it can be conceptual, rational or logical infe-
rence, to put it more directly, just as “an armchair strategist”. It is more like an 
exploratory scientific experiment, keeping a certain distance with the actual life 
so as to ensure enough imagination for thinking. For example, what will be the 
USB like in the future? How will storage technology develop? Now, come up 
with a concept known as the thinnest material “graphene” as the basis for the  
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Figure 3. Bagigia brand launched fashion handbag products in the conceptual design of 
hot water bottle. 
 
imagination, and the designer Aditi Singh & Parag Anand proposed that based 
on this material, made it worthy of the name, thin as a note, also have a repeata-
ble paste without leaving any traces. Paste it on the computer, television, music 
system when use it and then the device will be able to automatically read the data 
stored in them. And it also can be stacked to increase its capacity (Figure 4). 

3.3. Technological Features 

The conceptual design of fashion products requires us to be based on the most 
advanced technology and social awareness of the times, to have the courage to 
try out the latest things (new technology, new materials, new technical, new 
concept of life), to gather the most advanced technological achievements of the 
era, so that make it in the front of the times. Otherwise it is difficult to grasp the 
tide in the fashion trend, to lead the fashion or have chance to arouse the interest 
of the market. For example, the thing that looks like a watch is actually a fusion 
of high-tech conceptual mobile phones with flexible and transparent phone 
screen accommodated inside the a ring bracelet. Rollerphone, as for everyone, 
has a perfect fit of its own ergonomic design, which is customized for each user’s 
measurement. It means that when the phone screen all stretched out, the top of 
the screen will be just contacted with your fingertips (Figure 5). 

3.4. Experimental Feature 

Any fashion concept has a certain degree of experimentation. It comes from 
some kind of concept and demand extracted from our needs in our daily life, or 
some kind of image that we want to advocate, propaganda and express. For ex-
ample, the Chapelle de Ronchamp (designed by Le Corbusier) Fallingwater (de-
signed by Wright), Farnsworth House (designed by Smith), etc., whether they 
have experienced what so-called the “conceptual design” stage or not, they are all 
presented the experimental characteristics of the conceptual design. The pio-
neers of these modern buildings have established their new architectural con- 
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Figure 4. DataSticker storage put forward by Designers Aditi Singh & Parag Anand. 
 

 
Figure 5. Conceptual Rollerphone. 
 
cepts, without their unwavering practice of these ideas, their works can not have 
such a great influence on later generations. 

4. Principles of Fashion Product Conceptual Design 

Except for the above-mentioned characteristics, the conceptual design of fashion 
products are also required to meet one of the following four basic principles, or 
more, so that can live up to the essential attributes of contemporary design. 
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4.1. People Are Always the Core of the Design 

If green design related to environmental protection is the human’s attention to 
nature, then the humanized design is the concern about people themselves. 
“People-oriented” design concept encourages designers to move the focus from 
product to product users-people, designing a more humanized products, which 
is the ultimate goal of fashionable designers. Although the digital age facilitates 
abundant social material, in this information explosion society, the network and 
the virtual community did not make the relationship between people more close, 
but strengthened the lifestyle of loneliness and privatization. The design thus 
carries more responsibility for the human spirit and spiritual comfort. For ex-
ample, this is a digital product that may be applied to your home in the future. 
Flora is a digital conceptual vase designed by Japanese designer Yoshiki Mat-
suyama, allowing people to share flowers and greetings in a virtual way across 
geographical restrictions. Flowers placed in this vase can be copied through the 
Flora system into a virtual image sent to other places. Users can use 3D scanning 
cameras and projectors to design greetings and virtual flowers, so that help 
people’s virtual living and communication more humanized in the future 
(Figure 6). 

4.2. Indispensable Stylish Atmosphere 

Fashion product conceptual design process is not only the process that designer 
give full play to the imagination via technology, but also a process which design-
ers communicate with users to express users’ fashion concept. People often want 
designers to design some characteristic products which can lead the fashion for 
them. Many companies are willing to produce daily necessities with strong sty-
lish sense, such as Stark’s juicer, Apple’s electronic products, even if only a  
 

 
Figure 6. Digital conceptual vase designed by Japanese designer Yoshiki Matsuyama 
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picture frame. IDEO believes that just as people have been free to change the 
protection of the computer screen pattern, in the future people want to custom-
ize products according to their own way, and the designer will take the fashion 
of product appearance and texture into consideration for the consumers. For 
example, this cool conceptual design-ring watch, a stainless steel ring on the 
cover of the three width of the outer ring with a scale which respectively, stands 
for the hours, minutes, seconds. These three outer ring in the continuous rota-
tion, and white point highlighted is the current time (Figure 7). 

4.3. Indispensable Content of High-Technology 

Information age is the era in which science and technology are changing rapidly, 
and also a golden age when designers can give the vein to their creativity and 
imagination freely. If the designers’ talent in the industrial era, have been bound 
by the technical constraints, then the contemporary technology development can 
be more powerful for the designer’s imagination, but it requires designers to 
understand more about technology. The designer’s design process increasingly 
requires the participation of technology, for example, how to coordinate the re-
lationship between technology and users, how to make high-tech easier to use in 
the producing products become a new topic for designers. Many companies are 
increasingly relying on designers to produce high-tech fashion concept products 
which can guide the fashion trend, especially those products that roll the needs 
of consumers and the corresponding technology into one. The development of 
technology and the needs of enterprises encourage designers not only to design 
the form of product, but also to play a role of providing innovative products in 
the company. In the future, design will no longer be the designer’s personal be-
havior, while cooperation with the technical staff will be the inevitable trend of 
the development of fashion product design. 
 

 
Figure 7. Conceptual design of ring watch with a strong sense of fashion. 
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4.4. Culture and Art Can Manifest the Humanistic Value 

Digital life has brought human beings into an unprecedented living state, and in 
the meantime the rapid development of technology make people feel out of con-
trol. Therefore, people need to recapture order, morality and ethics of human 
society through the history, culture and art without delay. It proves that tech-
nology can not create a better society, with the collapse of faith in industrializa-
tion and modernization, however, the continuation of culture is the most valua-
ble things in human society. As the creators of lifestyle, our designs not only 
embodies the dual demand for material and spiritual, but also play an important 
role in human civilization. In the post-industrial era, the design has become a 
bridge between the technology and the humanistic culture. The lyrical characte-
ristics and the expression of the poetic emotion have become the meaning of the 
fashion product concept design. People hope that the design can provide a better 
function revealing more sense of human and personality, and also hope that de-
sign can contain more humanistic value. 

5. The Conceptual Design Steps of Fashion Product 
5.1. Clear Design Concept 

The determination of design concept is the key to the conceptual design of fa-
shion product. Without a clear design concept, you will be lost in the trivial de-
tails. What is the purpose of your fashion product design? What kind of function 
does this fashion product have? What kind of need can this fashion product 
meet? These target question are the fundamental issues that should be deter-
mined at the beginning of the research phase of the design. After these questions 
meeting all the principles, you can fully release the creative inspiration so as to 
break through the realistic bottlenecks. 

5.2. The Formulation of Design Routes 

Fashion product conceptual design route is the way to achieve the above purpose 
fully expanding the imagination, and trying to achieve design concepts through 
a variety of path. For example, what product type will be designed? What kind of 
shape will be adopted? How to construct? What material will be used? What 
kind of function do they possess? What will be the way to achieve these goals 
and functions? 

All the details, like all sizes of pearls scattered in the plate, which need linking 
into a stylish pearl necklace by designers’ carding and series. It requires design-
ers to have a logical organization and deductive thinking to coordinate the emo-
tional creative thinking in this process. 

5.3. The Implementation of Design Expression 

Good design concepts and design routes still need to showcase through the best 
design expression. Without effective design expression, conceptual design of fa-
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shion product will become a pile of waste paper. The following four methods can 
be conceptual annotations placed in the “fashion product story version” (Figure 
8). 

1) Hand-painted method 
The method which presented by the way of sketch or other hand-painted 

kinds. 
2) Digital method 
The method which assisted or totally presented by the computer program. 
3) Model method 
The method which presented by the model in actual or scaled size with some 

material. 
4) Text Instructed method 
The method which is instructed by texts to show the ideas etc. 

6. Conclusion 

At contemporary, with the design increasingly vogue, more and more advanced 
consciousness and innovative spirit are required in the design of fashion prod-
ucts. And conceptual design is undoubtedly the most consistent with the devel-
opment of this new trend of design, while the relevant research is still deficient. 
This paper attempts to understand the definition of conceptual design and the 
conceptual design features of fashion products, and analyzes some principles 
and methods of carrying out the conceptual design of fashion products, and then 
constructs the theoretical framework of this design to guide the practice of de-
sign activities. The Fashion as a social phenomenon, represents the development 
of social culture. In the meantime, based on the unlimited business potential of 
the conceptual design of fashion product development, designers have realized 
practical significance of conceptual design on fashion product. Constrained by  
 

 
Figure 8. The story version that show the conceptual design of fashion product through 
the hand-painted, digital and copy method. 

https://doi.org/10.4236/adr.2017.54020


Y. Hu, Y. Liu 
 

 

DOI: 10.4236/adr.2017.54020 251 Art and Design Review 
 

space, this article for the concept of fashion product design is just a matter of 
course, hope to get your correction. 
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Abstract 
In this perspective piece, we discuss the politics of fashion in the cultural 
West. We cover issues of social expectation and individual freedom. We 
comment on where society draws the line with regard to public decency. We 
also comment on how the approach taken by society to health and public 
safety issues related to fashion differs markedly from that taken to other simi-
lar items. 
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1. Politics, the Individual, and Society 

A preliminary systematic review, albeit containing over seventy studies, con-
ducted in 2010 (Muntaner et al., 2011) showed that social democracy was better 
for health than pro-market views such as conservatism (also known as neolibe-
ralism). Yet, pro-market politics largely dominates the developed world current-
ly. These approaches favor “leaving it to the market” as much as possible, and 
reducing the role of government, making it no surprise that in the UK for exam-
ple, the Conservative Party (initially a Conservative-led coalition) government’s 
“cutbacks in social provision are privatising work that is crucial to the substance 
of life” (Feminist Fightback Collective, 2011). The authors add that “the austerity 
measures of the… government will affect every facet of human life and relations; 
they are attempting to undermine the welfare state and to create a profoundly 
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unequal society” (Feminist Fightback Collective, 2011). We cannot disagree, 
having seen how this program has unfolded over the intervening years, and see 
this as an intentional and ideological move (Bambra, 2013), that reflects highly 
politicized views about the role of the individual and the state, and indeed the 
value of human beings. Such views are not particularly distant from those that 
led to the Trump presidency or the Brexit vote, which are both travesties for 
public health, society and human civilization (Fahy et al., 2017; McKee et al., 
2017). Although modern Conservatism in the West is largely respectful of indi-
vidual freedom, and tends to prioritize this over the needs of society, situations 
in which individual freedom is not respected tend to be when it comes into ten-
sion with the interests of corporate business—indeed, it could be justifiably ar-
gued that the business sector ends up largely governing the country. 

2. Social Expectation and Individual Freedom in Women’s 
Fashion in the West 

Issues regarding women’s freedom of expression in what they wear are largely 
associated with areas of the world beyond the cultural West, largely the Arab 
world. No-one could sensibly claim that any issues with dress codes and freedom 
in the West come close to matching what is encountered in these other cultural 
spheres, where sometimes it is required for women to make themselves com-
pletely unrecognizable (Barikzai, 2016), and not through choice or for a costume 
party, but for everyday life. However, interestingly something like the veil can 
become so much part of a culture that some who are compelled to wear it no 
longer find it oppressive but “empowering” (Golnaraghi & Dye, 2016). This 
shows the great power of politics and culture in shaping perceptions of normali-
ty. 

Yet dress codes are a near-ubiquitous human civilization, and always con-
strain individual freedom to some extent. Indeed, fashion itself operates through 
socially normative processes, as discussed in the work of Barnish (Barnish & 
Barnish, 2016; Barnish et al., 2017). Indeed, even in modern Western society, it 
is culturally accepted to require both men and women to wear particular items 
in certain settings. The question for society is solely where to draw the line, and 
this can be a matter of debate. 

The biggest controversy in recent years has come around the issue of high heel 
wear, and this has powerful political overtones both in terms of gender equality, 
but also the power of the corporate sector who claim that not being able to con-
trol how employees look at work dilutes their brand power. A mass of evidence 
shows that high heel wear is detrimental to women’s health (Barnish et al., 
2017), yet some policymakers want to deny the strength of the evidence so as to 
not entertain compulsory high heel wear as a health protection issue, since it is 
politically inconvenient (M. Barnish, personal communication, 2017). It is diffi-
cult to know exactly where we stand as a society in ensuring women do not have 
to wear high heels when they do not wish to do so, but here is our analysis, 
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greatly informed by the work and correspondence of Barnish. The most progres-
sive policy development globally was surprisingly taken by a right-of-center 
government, which introduced Clause 8.22 to the British Columbia Occupation-
al Health and Safety Regulation under the Workers Compensation Act (1996). 
Other countries largely continue to rely on generic equality legislation, whose 
interpretation currently is rather pro-business due to the political preferences of 
governing parties, and have not followed British Columbia’s lead. 

Yet these generic equality acts are largely considered, at least by governments, 
to make it illegal for employers to require women to wear high heels. Neverthe-
less, there have been issues with public awareness (not helped by confused media 
reporting of policy developments and lack of government clarity), compliance 
(but this varies by country–with the UK being where most of the issues arose), 
and also silence about door policies at public entertainment venues (covered by 
equality legislation in the UK under the “provision of goods and services” 
clause). Also, legislation cannot address implicit social pressure that operates 
through peer networks (Barnish et al., 2017). Formal social events are one area 
where choice may be constrained by unspoken social expectation, although 
choice is likely to be more than in the past. 

Mass publicity around the work of Barnish has undoubtedly shaped public 
opinion, and “got into the ears” of employers, whereby at least in the UK, and 
hopefully elsewhere, it would now seem reputationally risky for employers out-
side very specific industries such as adult entertainment, modeling and acting to 
require high heels to be worn. Nevertheless, commentaries by Barnish and Mor-
gan (2017) and Morgan and Barnish (2017) starkly reveal the limitations of the 
political response, likely to be shaped by governments not wanting to be seen to 
oppose the business community. Future governments may wish to take firmer 
action, but the political will is unknown, especially in the event of government 
change. Even the “socialist” government of France at the time was not prepared 
to take action to suspend the license of the Cannes Film Festival over require-
ments to wear high heels on the red carpet, and we shall have to see how that 
situation, that seems largely limited to that one event, progresses in time. High 
heels may be just the first of many debates about clothing, freedom and gender 
equality, although is a particularly major one given the health implications. 

3. Freedom and Public Decency 

Another area in which women’s individual freedom in what they wear is politi-
cized and culturally shaped is the concept of public decency. The definition is 
often circular, being partially defined by how others react. One controversial 
area has been the challenge for top free equality, critiquing how in some locali-
ties men can go shirtless but women cannot. Even within a single country, such 
as the USA, there can be federal differences (Begley, 2015). Largely in the West, 
it is acceptable for cleavage to be shown at adult-dominated social events, al-
though there can be controversy in some settings such as TV shows depending 
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on the locality. Yet big cleavage has been quite a fashion statement at smart so-
cial events recently (Reynolds, 2017) and something as spectacular as this (Just 
Jared, 2010) from 2010 is unlikely to be seen as shocking any more at the right 
event. Ultra short skirts are also usually tolerated at evening events in bars and 
clubs, even if they can lead to exposures of intimate areas that are not strictly in 
accordance with decency laws, showing the importance of cultural interpreta-
tion. The see-through fashion trend, which can reach extremes in celebrity cir-
cles, is also popular among certain young women, although it is rarely acceptable 
out with celebrity events to reach the level for example of Marnie Simpson of 
wearing a completely see-through dress commando (Fields, 2017). 

4. Individual Freedom, Fashion, and Public Safety 

Although even in the West, fashion is constrained by (fairly liberal) standards of 
public decency, no standards of public safety are usually enforced. This is despite 
a growing tendency for health and safety regulation that sometimes appears 
draconian and unnecessary. Yet, fashion is largely seen politically as a frontier 
not to be crossed in public safety policy. This is a very complicated area, and 
there are arguments on both sides (Reynolds, 2017). Yet, to not debate such 
matters seems remiss given the high frequency with which fashion items are en-
countered, often in crowded entertainment venues. The stiletto, for example, has 
been exempted from offensive weapons regulations in all major countries we 
know about, even though it has a sharp blade that derives from a medieval dag-
ger. Sparkle is widely tolerated, even though it is defined to dazzle, which dic-
tionaries define as “to blind temporarily” (Oxford Living Dictionary, undated), 
meaning that interfering with others’ vision is allowed for the sake of glamour. 
Moreover, designers are starting to introduce dresses, and other items, featuring 
LED lights (LED Clothing Studio, 2016), which are beautiful but, when pro-
grammed to flash quickly, may disorientate others. 

Similarly, although strict regulation of many trip hazards is common, most 
formal social events allow dresses with trains, although a few impose restrictions. 
Trains are glamorous and beautiful and do offer an exaggerated femininity, es-
pecially when they are long (Just Jared, 2016). Severe injuries due to stilettos and 
trains have been observed (Barnish et al., 2017; Kale, 2016; Mail Online Report-
er, 2014; White, 2016), although the exact frequency is unknown. Clearly all 
these items have high social value, and are highly profitable for business, and 
that explains why they are off the political radar. Women would be sad to see 
them go, and that makes it politically risky to take action. Indeed, social norms 
may make it more likely for women to wear such items in certain circumstances, 
and make it hard for them to be aware of the risks and take them into considera-
tion even if they are aware. This in turn may make transfer the responsibility for 
not being injured onto bystanders who need to be careful in where they walk, 
and in turn this may limit some other people’s ability to fully partake in certain 
events. After all, social norms play a major role in influencing fashion and atti-
tudes towards it. 
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5. Conclusion 

Politics, and political perspectives with regard to the relative roles and values of 
individuals, businesses, and society play an important role in shaping both what 
is acceptable in terms of fashion, and the social expectations women may face. 
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Abstract 
This study tackles the issue of privacy in Arabic house design with reference 
to aspects such as form, style and design in the past and present. Through a 
historical review of Arabic house design with particular focus on the Egyptian 
model, attention will be paid to different factors affecting the issue of privacy 
in house design. The study will emphasize current considerations resulting in 
the contemporary status of the privacy. The findings and recommendations of 
this study are presented as additions to the existing knowledge base in the de-
sign process of the Arabic house, and provide data that may be used as a 
guideline by architects, designers and researchers with regards to the issue of 
housing privacy. 
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1. Introduction 

Lack of privacy is the common shared value in Arabic house design, despite the 
fact that privacy is an important social value. The overwhelming changes in 
Arabic society and many other factors were the reasons for the change in the 
understanding and criteria of privacy, and people seem to be accepting the new 
situation despite its negative sociological and psychological consequences. 

This study will discuss the privacy question as an urgent social need in the 
past and present. It will also clarify the different criteria impacting privacy. It 
will show how important privacy is to the Arabic society in general and to the 
Egyptians in particular. It will explain the traditional features of privacy, show-
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ing how contemporary architecture can make use of it. Conclusions and rec-
ommendations will help architects attain proper privacy standards in contem-
porary house design 

2. The Privacy and Its Different Levels 

Privacy is a basic need. It is really a complex and varied phenomenon that pro-
vides someone with individualistic desire through a social convention. It may 
allow individuals to become absent and, in effect, invisible, through their strong 
social interaction. It allows individuals to separate their domains and to effec-
tively separate their house and their life from both street and neighbors, and 
hence from the activities thereof. But they remain sociologically and psycholog-
ically connected with society. Accordingly, privacy is something that links isola-
tionism, individuality and uniqueness, to the desire to live as part of a society 
(Abdel-Fattah & Saeed, 1984) [Figure 1(a), Figure 1(b)]. Privacy is part of an 
individual’s feelings, senses, talents and his or her relationship with others. In 
other words, there is a relationship between society’s hierarchy and its con-
structed urban environment. Therefore, it is possible to classify privacy into two 
fields: 

1) Architectural privacy, which is related to non-materialistic aspects. e.g. 
sight, hearing and smell, and; 

2) Psychological privacy, which is related to human nature, and is part of an 
individual’s behavior. 

In both architectural and psychological privacy, the human scale is the mod-
ule of an individual’s living space, the place, the region, etc. Hence, architectural 
and psychological privacy can be part of a feedback loop. However, the privacy 
issue in this treatment of the subject will encompass the following two major 
factors: 

a) The human space, (dwelling). 
b) The dwelling site. 

 

 
Figure 1. (a) one person’s house (1 storey) expresses the minimum space for privacy and 
indiviualism illustration; (b) house appears blocking part of street, but experesses the 
monolithicity of the society where the little house coheres with others. 
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3. The Effect of Different Factors on Privacy 
3.1. The Sociological Factor 

Any society is a population agglomeration living in one place, sharing both 
pleasures and the toils. They also collaborate through common roles, organiza-
tions, and legislation, as they may differ in their form from place to place, or 
from one specialization to the other. 

Societies can be classified into family, clan, religion, and/or profession. At a 
certain level, this classification is not applicable, and other categories may apply. 
These are the nation or nations in different organizations, (Fouda, 1966). This 
includes codes regulations, facilities; cooperation, participation, cultural; beha-
vioral quality and contributions of the individuals developed new measurements. 
The latter developed new measurements: individuals’ cultural, psychological, 
and also, developed their constructed environment and its urban content. As a 
consequence of individual needs, groups differentiate in many respects. Privacy, 
as one of those individual needs, was the most affected, as the following discus-
sion illustrates: 

1) The Influence of Religion 
Religious beliefs and teachings are considered to be some of the most influen-

tial factors in any society. Religious affectivity is the strongest form of attach-
ment for both individuals and society. Religion has existed in many forms since 
the dawn of history and many rituals were practiced by groups long before the 
advent of our heavenly religions. Those rituals, be they magic, dances or medi-
cine, etc., were considered to be society’s laws, roles and legislation, and they 
were obeyed with no argument of any kind exactly as they are in our religions 
(Saliem, 1985). Thus, religion is considered to be a ruling and organizing set of 
instructions that no one can discuss, argue, or substitute with personal view-
points. Islam is unique in terms of its firm teachings concerning social relation-
ships. It calls for strong social interaction and respect for either individual or so-
cietal privacy (Ibrahim & Ahwal, 1987). 

The Holy Quran pointed out on many occasions the issue of privacy. In Su-
raNur or Light (Yusef, 1983) house privacy, family affairs, and women’s privacy 
were ordained upon people as the following texts illustrate: 

“Ye who believe enter not houses other than your own, until ye have asked 
permission and saluted those in them: that is best for you, Sura (Nur), Aya 27.” 
If ye find no one in the house, enter not until permission is given to you: if ye 
arte asked to go back, go back (Aya 28),” “say to believing men that they should 
lower their gaze and guard their modesty: that will make for greater purity for 
them (Aya 30) “say to believing women that they should lower their gaze and 
guard their gaze and guard their modesty; that they should not reveal their 
beauty and ornaments except what (must ordinarily) appear thereof; that they 
should draw their veils over their bosoms and not reveal their beauty except to 
their husbands, their fathers, their husbands’ fathers, their sons, their brothers’ 
sons, (Aya 31),” But when the children among you come of age, let them (also) 
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ask for permission, as do those senior to them (in age): thus does God make 
clear hissings to you: for God is full of knowledge and wisdom, (Aya 59). Gazing 
inside the others’ houses is forbidden in many of the prophetic teachings. Mo-
hammed the prophet says: “If a man stared at you without your permission, and 
you hit him with a stick to the extent that you hurt his eye(s), you have done an-
ything to be blamed for”. 

Those heavenly texts and prophetic teachings are reflected in Islamic archi-
tecture to achieve the required privacy (Abdel-Fattah, & Saeed, 1984). 

2) Sociological Customs and Habits 
In this respect, the author points to the following physically and ecologically, 

human beings did not change significantly nowadays. Their physiological func-
tions, their senses, desires, life toil and suffering, and. hence, their social interac-
tion are more or less the same (Yusef, 1985). Accordingly, customs and habits, 
become inheritable, and therefore “sociological traditions” were developed. 

One might say that customs and habits are sociological regulations that 
emerged from Islamic Culture and Civilization. They may be considered to be 
any nation’s law in the form of codes, roles, organizations and legislation. They 
were, are, and will continue to be the behavioral models of many generations. As 
those customs and habits provide regulations for society, they are also capable of 
supplying penalties to accompany any sociological faults, (Saliem, 1985). Cus-
toms and habits differ from country to country and develop over time, but every 
society keeps the primary pattern of its customs and habits as they may develop 
within the specific human nature of one society, as it was created by the almigh-
ty. This differs very much from the patterns seen in Western societies (Ab-
del-Jawad, 1982). 

3) Sociological Traditions 
Traditions are rules and common shared behavioral patterns that control a 

specific society at a limited level. Those rules derive their influential force from 
the society itself. The difference between the custom and the tradition is that the 
former is inheritable but the latter is constantly developing and being transferred 
from one generation to the other. A tradition is transferred by groups (society), 
and this in itself distinguishes it from the inheritable patterns, i.e., customs and 
habits. The existence of a well-organized group and the continuity of its interac-
tion over time, is by all means the existence of the traditions (Saliem, 1985). 
Therefore, traditions differ from one society to the other, from period to period, 
and may develop as a natural reaction of the individuals, e.g. English people’s 
reaction to unacceptable sociological behaviors and their consequent desire to 
have private houses (Dixon, 1988). 

3.2. Economic Factors 

Economic conditions are vital to accomplish the goal of privacy at different so-
cial levels. For example, when seeking privacy in a single-dwelling unit we may 
add an entrance hallway and a saloon, [Figure 2(a) & Figure 2(b)]. These addi-
tions increase the cost of the single unit, so when seeking the economy for the 
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sake of economy, privacy and the whole architectural criteria will be affected re-
gardless of where this policy is applied (Al Bena 1985). In designing the site, the 
dwelling units should have a distance ranging from 18 - 36 m between each oth-
er to attain the maximum privacy (Figure 3). This greatly affects the economic 
scale of site designing (Abo Al-Naja, 1988). 

3.3. Political Factors 

Political considerations may be a positive or a negative influence on the privacy 
question, as politics in general may change the habits and traditions of any 
country. Accordingly, privacy criteria have varied considerably over time. This 
 

 
Figure 2. A representation of the growth of the economic factors corresponding to the 
growth of the house area, (a) typical two story house in rural Egypt (b) represents a bent 
entrance as a prviate concept with addition of a saloon (authors representations). 
 

 
Figure 3. Maximizing privacy considerations with no direct neighbour conatct; the 
houses open directly to the street and increase the distances between houses. 
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may have resulted in the first instance of city planning, for example, some cities 
have great walls and huge gates surrounding them for safety or to isolate special 
groups of people distinguished and classified as of high rank (Abdelhamid, 2005) 
(Figure 4). 

3.4. Environmental Factors 

Of all environment-related factors, climate is the most determining factor. It is 
considered to play a crucial role in the creation of the built shelter and its form. 
The early man sheltered himself in a cave and experienced both the amenities 
and the privacy of this type of dwelling. In his efforts to shelter himself against 
the extremes of weather and climate, men, and in particular Moslem men have 
developed many types of buildings, one of which is the court house. They used 
lattice windows to cope with the climatic conditions, Figure 5. Consequently, 
the court house, lattice windows and other features in designing and building 
gave him needed privacy as a natural result of sheltering himself against the cli-
mate, see Figures 6(a)-(d). 
 

 
Figure 4. (a) Highlyranked person’s house surrounding with gated great wall. N.B. the 
design made and constructed on the site, no professional interference, and the functions 
are subjected to alteration; (b) gated community. 
 

   
(a)                                     (b) 

Figure 5. Mashrabiyya as a wooden lattice work (a) iner view (outer view). 
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Figure 6. (a) group construction example; (b) another possible scheme for group 
construction (c) another possible scheme for group construction (d) compact plan 
elemments crowded together, typical of hot, arid climate, proposed by the Authors. 

4. Privacy in the Ancient Egyptian House 
4.1. Pre-Civilization Era 

There is no special interpretation needed for the privacy issue, since man in this 
era was struggling for survival, whether through food-gathering or defending 
himself from external danger. Man was simultaneously trying to adapt to his 
surrounding ecology and environment, (Figure 7). Caves were the only available 
shelter at that time. They offered sufficient protection against enemies and envi-
ronmental harm, and they provided satisfactory privacy (El-Ekiaby, 1975). It was 
not until 30,000 years ago that population agglomeration started to occur, lead-
ing to groups or small societies (Seraj, 1985). Hence, social relations and interac-
tions began to improve, though no one can really evaluate the privacy level of 
that era. 

4.2. Pharaonic Era (Ancient Egyptian) 

The previously mentioned factors influenced the architecture in ancient Egypt 
and how privacy was attained. This aim toward privacy was obvious in their 
residences. Houses were divided into three areas: reception, living and sleeping 
(Figure 8). These three functions were separated in order to accomplish the 
head of the family’s desire to keep away from strangers (Mohammed, 1988). 

The entrance and windows in the outer walls of the house were allocated in a 
way that they never faced the opposite house’s openings and the doors and win-
dows of the different spaces faced the centre of the house, (Figure 9). 
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Figure 7. Oval huts from Protodynastic period, and human beings needs. 
 

 
Figure 8. (a) An ancient rural Egyptian houses (20th century shown practice of typical 
storing over roof, (b) is the illustrated house plan (photo by authors). 
 

 
Figure 9. Bending the cirecaltion to the core of arbian house, in addtion, opening 
windows and doors towards the core of house (Touman, & Al-Ajmi, 2005). 

4.3. Ptolemaic Era 

The court was introduced in this era and different house spaces developed 
around it. The outside openings were removed. This solution created complete 
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privacy against street nuisances like noise and passers-by (El-Ekiaby, 1988). 

4.4. Islamic Era 

Islam brought many influential factors to Egyptian society. These factors, tradi-
tions and teachings left their marks on house design and planning. In Egypt, re-
ligion was not only a code of ethics, but a way of life. It has provided a civic code 
that has influenced social behavior and social interactions. The code, the reli-
gious dogma, and what is dictated by socio-cultural considerations changed 
planning and designing in Moslem society. Privacy was a matter of respect and 
dignity for both individuals and society. The court was introduced to architec-
ture in general, and to the house in particular because it was an appropriate so-
lution to the privacy question. The house elements were oriented toward the 
court, and the presence of few windows in the outer walls reduced the noise and 
different nuisances (Figure 10). Amenity, quietness, and coolness too were 
brought into the house (Al-Sheshtawy, 1979). The social institutions and inte-
ractions in the Moslem society of Egypt were dominated by two basic and inter- 
related forces. First, and perhaps most important as far as the design of houses is 
concerned, is the role that women played in the society and their place in the 
household structure. The second influential force on house design is the nature 
of the socialization process in a society dominated by men. 

Generally, the society has been described as a community of men. Men and 
women moved in two separate circles. A woman’s activities clearly centered on 
the private life of the family, but there were social interactions with other women 
and with members of the family which, to a great extent, were parallel to the in-
teractions engaged in by men (Gideon, 1980). 

Women were not allowed to or supposed to maintain direct social contact 
 

 
Figure 10. Substituting the interward court with terrace facing the front garden. 
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with unrelated males especially during their infrequent trips outside the con-
finement of the house. The immediate result of such practices was the separation 
of the house into two distinct parts: the Haramlek and the Salamlek (Ab-
del-Fattah & Saeed, 1984). 

The Haramlek was the women’s part, used by women and members of the 
family. It was more private with limited access to the outside, but with facilities 
almost identical to those provided for the men (Fouda, 1966). The second, the 
Salamlek, was the men’s part. It was semi-public in nature and was intended to 
provide the male head of household with facilities for social gathering, enter-
tainment, and accommodations for male guests. The Haramlek was placed in the 
upper part of the house and was provided with what is called Laquany for wom-
en to sit behind and watch any ceremony in the Salamlek without being seen by 
men. The main entrance of the house was designed with a private lock that di-
rected circulation to the core of the house in the Arabian Cultures, Figure 9, 
El-Ekiaby, 1975. 

Despite the fact that the court is considered a very important part of the Mos-
lem house, its function did not offer privacy so well in flat system houses (Zai-
toon, 1987). The relation between the street and the inside of the house was sec-
ondary, as a result of the few windows provided in the external walls, which 
were, in turn, covered with lattice work (Wazeery, 1987). This sort of privacy 
accomplished the following: 

1) protection against indiscretion coming from the street, and; 
2) isolation from the street noise, for example, in a kritliyya house (Cairo), the 

noise is 14 decibels less inside the house than in the street (Wazeery, 1987). 
From the previous discussion, one can conclude the success of the private 

house in Moslem culture throughout the ages. Privacy, social-interaction, noise 
reduction, protection from environmental hazardous, and respect and dignity 
among the social classes are all outcomes of that success. Privacy became an ac-
cepted dogma and was introduced to houses and flats. It became a feature of the 
town and social planning over hundreds of years. 

5. Privacy in the Contemporary Egyptian House 
5.1. Contemporary Influential Factors Changing the Privacy  

Criteria of the Egyptian House 

The Egyptian house maintained the privacy criteria that developed in the Islamic 
era. It was not until Mohammed Ali’s time, (1805) (Mohammed, 1977), that the 
Egyptian house started to lose its privacy as a result of different social behavior 
and structure, and a new way of life. The following is the discussion of these 
changes: 

5.1.1. Religious Factors 
Islam is the root of the regulatory and characteristic milieu (culture and civiliza-
tion) of Egyptian society, and privacy was one of its products. It continued in a 
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strong form until new ideologies came to Egypt. Marxism, secularism, and other 
ideologies were perplexing to the Moslem mentality and created a psychological 
struggle in their spirits (Bastaweesy, 1985). People did not give up their religion, 
but they gave up their inherited moral orders, customs and traditions, and began 
to engage in a new society of secularism and uncertainty (Majed, 1985). Mo-
hammed Ali’s rule, followed by different forms of foreign occupation, contri-
buted to the undermining of society’s moral order, and to the destruction of so-
cial interaction. Consequently, neither the built environment nor those distin-
guished houses with their privacy properties remained the same. 

5.1.2. Sociological Factors 
The following are different factors that affected the social behavior and conse-
quently the structure and the attitude towards such moral criteria, especially the 
privacy question: 

1) The appearance of new commodities such as cars, radios, TV’s, the Inter-
net, etc., increased environmental pollution such as excessive noise, and over-
crowding. 

2) The emergence of the nuclear family, and the decline of the clans and the 
extended family resulted in the difficulty of obtaining a house with proper pri-
vacy features (Majed, 1985). 

3) Exposure, through immigration and tourism, to foreign countries led to the 
adoption of styles alien to both the society and the environment (Wazeery, 1987 
& Bastaweesy, 1985). 

4) The exodus from rural to urban areas, which was not matched by proper 
housing capacity in the city, resulted in diminished privacy. 

5) Foreigners who lived in the different districts of some big cities, brought to 
these districts foreign behaviors in general, and a new culture. Thus new tradi-
tions appeared in these cities (e.g., Cairo) (Wazeery, 1987; Bastaweesy, 1985). 

6) The call for hierarchical differentiation and isolation clashed with the Is-
lamic culture and civilization of Egypt and gave new meaning to the traditions 
and the moral considerations. As a result, the latter is considered to be a call for 
foolishness and may obstruct progressive attitudes (Bakheet, 1966). 

7) Ignorance against knowledge and any developmental goals started to de-
velop in an environment of illiteracy (Ghaith, 1985). 

8) The role of women in the Islamic social structure changed negatively as 
they competed with men at work and left home and family partially or perhaps 
totally for the sake of equality with man (Ghaith, 1985). 

9) The above-mentioned points resulted in giving up the need for privacy. 
Private space in the house, in the street, in public transportation, etc., became a 
secondary issue. Accordingly, the private entrance, especially for women, was 
removed as a result of the mixing between the two sexes, whether in the 
workplace or in public areas. 

10) As a result, individuals who care about privacy in our contemporary time, 
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are regarded by the majority as foolish, eccentric, or inferior. 

5.1.3. Technological Factors 
The faster the development of technology, the greater the change in the socio-
logical reactions becomes, and, consequently, the greater the neglect of the pri-
vacy issue. This point can be exemplified as follows: 

1) The progress of technology developed new standards and forces in the rela-
tionship between individuals from one side and between the family components 
on the other. The traditional role of women changed considerably. The man’s 
power, which he gained from his religion, habits and traditions, was weakened. 
Female power started to grow vigorously as women started to make a living. The 
conflicts between these two social powers and their great changes led to the 
weakening of the family structure and, hence, to the undermining of the social 
structure (Ghaith, 1985). 

2) The new housing schemes, especially the tall buildings, had a negative im-
pact on social relations too. This sort of housing is suitable for neither small nor 
large families (Ibrahim, 1987). It may suit bachelors, for whom privacy is of less 
importance than it is for families. 

3) The new building materials, advanced building industry, standardization 
and dimensional co-ordination, helped develop modern styles never sought be-
fore, with glazed facades, open spaces, and many styles that do not reflect any 
consideration of privacy. 

5.1.4. Building Codes and Legislations 
The influence of the previous factors and the emphasis on modernization al-
lowed foreign codes and legislation to dominate local codes, at the expense of the 
habits and traditions of Moslem society (Abdel-Fattah & Saeed, 1984). These 
codes and legislation imposed controls, which, in turn, imposed their restric-
tions on planning and designing, especially for our society. For example, the 
street’s width was limited by legislation to 8 m. This is very small, and no privacy 
can be achieved around it (Act No.106/1076, 1985). Obviously, such technical 
orders resulted in a loss common shared values. In some other codes, these 
streets were transformed to alleys with a width of no more than four meters. 
This narrowness eliminated any chance for privacy. 

5.1.5. Economic Factors 
Housing facilities became an acute problem for both the nation and individuals. 
The government allowed for an increase of population density per square kilo-
meter by allowing four or five story buildings to be constructed in huge numbers 
near to each other to the extent that privacy was neither possible nor even con-
sidered (Ewedah, 1987). It was not only the elimination of privacy on the site, 
but it reached the elements of flats. The entrance and the living room were 
eliminated from the design, and the rest of the spaces were reduced to minimum 
areas, so privacy was abolished altogether. People accepted this situation for it 
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was better than nothing and they acclimatized to it despite their lack of privacy 
(Bastaweesy, 1985). 

5.1.6. Political Factors 
Since Mohammed Ali’s era, Egypt witnessed many political changes, each with 
differential features, especially in the field of architecture. This was done to im-
pose the ruler’s cultural and civilizational ideas to memorialize his era. For ex-
ample, consider those European styles brought to the streets of Cairo by Ismael 
Pasha (Wazeery & Alam Al-Bena, 1986). Not only did Pashas’ rule affect the lo-
cal architecture, but it also influenced political attitudes. These styles affected the 
individual’s private behavior both in his own dwelling and in society (Bastawee-
sy, 1985). They also affected the individual’s relations with others and attitudes 
toward the privacy requirement. 

5.1.7. Ideological and Cultural Factors 
Jamal Hamdan (JES, 1985), divided Egypt’s cultural development into four stages: 

1) the culture build-up; 
2) exporting culture; 
3) self containment; and 
4) importing cultural forms. 
In his book: “The character of Egypt”, Hamdan J., divided the latter into three 

phases: 
1) cultural and self (psychological) flourishing; 
2) self-confidence; and 
3) the Balancing and settlement phase. 
The fourth category displayed the forms of the imported culture materialized 

in many artifacts. Some of these artifacts featured foreign architectural styles. 
Experts from the west were imported too. They, in turn, injected their ideology 
into society (Majed, 1985). Books, periodicals, and scholars introduced the fea-
tures of foreign architectural schools (Ibrahim & Ibrahim, 1987). Theynot only 
imported cultural change for society in its construction, but also imposed them-
selves on the shared moral and spiritual values of the society–values that make 
people accept closeness to others (Yosef, 1983). Egypt, like any developing coun-
try, has received and will continue to receive the foreign forms of Western cul-
ture (Bakheet, 1966). Accordingly, architecture will reveal culture based on imi-
tation instead of Egyptian tradition. 

As a result of the aforementioned factors, the privacy of the house has been 
abolished. Consequently, the house has become a noisy space, the building has 
become a noisy gathering-place and the district has become a dreadful built-up 
environment (Abu Bakr, 1987). This environmental hazard is becoming worse 
and its negative consequences reflect on the individuals’ physiological develop-
ment and psychological reactions. Noise, be it low or high, needs to be prevented 
from entering the building through the use of insulating materials, and to be 
absorbed and damped in the interiors in order to accomplish maximum noise 
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reduction (Mahmoud, 1986). 

5.2. The Contemporary Egyptian Dwellings and Their Privacy  
Implications 

The above-mentioned factors are not temporary events. They are permanent and 
influential. They exist, change, develop and evolve according to a feedback 
process, i.e., they revolve as the earth revolves and time passes. Every factor af-
fects other factors (Mahmoud, 1986). Under the umbrella of Islamic traditions 
and society’s moral orders, the Egyptian dwelling displayed privacy criteria, and 
its inhabitants enjoyed the merits of this privacy. The lost privacy of our con-
temporary habitat began with the coming of Mohammed Ali’s and his followers, 
(since 1805) (Mohammed, 1977). The following discussion discusses house de-
sign in the different stages of development starting from the year 1805. It will 
also illustrate the privacy level of each stage: 

5.2.1. The First Stage: Private House with External Garden 
The European influence appeared in planning and designing. In planning, big 
building areas facing spacious streets was the new land-use scheme. Accordingly, 
the architects applied European styles in their designs. The style was a new blend 
of the European house design and the Islamic traditional house model. Rich 
people, the pashas (bashaws), the governors, etc., enjoyed the advantages of this 
era (in terms of the big areas and the spaciousness). The main characteristics of 
the houses of those days were: 
• The separation between the family entrance and the servants’. 
• The division of floors according to the residents’ classifications, i.e. family 

bedrooms on a separate floor. Another floor for the guests, and one for the 
servants and house utilities. 

• The separation between the parents’ bedrooms and the children’s. The latter 
were divided into boys and girls, for more privacy. 

• These houses are characterized by terraces facing the front private gardens in 
order to substitute for the internal court, Figure 10. 

• The provision of the guests’ room gave these houses reasonable privacy in the 
interior (Figure 11). 

• The planning of these districts with wide streets, allowed for a free site ar-
rangement with no rigid pattern. This resulted in the provision of external 
privacy (Mohammed, 1988). 

• The free site planning, the private garden and the wide streets allowed for 
greater privacy measures against noise. 

5.2.2. The Second Stage: Storey Building with Two Flats on the One Floor 
The following are the main characteristic points of this sort of housing system: 
• The existence of entrances that offer privacy against outsiders. 
• The existence of a private guest room. 
• The separation between the living part and the sleeping area in the dwelling 

unit. 
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Figure 11. The addition of the guest room. 

 
• The separation between the parents’ bathroom and the children’s. 
• The existence of private stairs leading to the kitchens allows for the separa-

tion of the kitchens’ entrances. 

5.2.3. The Third Stage: Storey Building with more than Two Flats on One 
Floor 

The following are the main features of this sort of housing system: 
• The disappearance of the entrance and hence the privacy it provided. 
• The disappearance of the guest room. 
• Remaining flat components diminish in area and hence usher in a decline in 

the privacy level. 
• Lack of external privacy as the spaces between the blocks became smaller and 

the streets became narrower. Figure 12. 

5.2.4. The Fourth Stage: Housing Standardization 
Standardization, modular co-ordination, pre-fabrication, etc., are concepts in-
troduced to the field of architecture in general, and to housing projects in par-
ticular, to cope with economic deterioration and overpopulation. The result was 
inevitable: a lack of design creativity, a lack of privacy, a lack of site organization, 
narrow streets and poor services. From the design point of view, it is a rather 
unfortunate outcome. The dwelling is no longer spacious. Privacy is completely 
disregarded. House spaces such as the entrance hallway, the guest room, and the 
separation between the living and sleeping rooms, were left out. Site planning 
and organization eliminated privacy from the surrounding dwellings. 

From the above discussion, one can realize how far the privacy issue was in-
fluenced according to the differential changes in Egyptian society and one can  
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Figure 12. The narrow the spaces between the building 
masses, the lack of the privacy 

 
also understand how this vital need became a secondary or even a negligible re-
quirement after being crucial in the past. 

5.3. The Present Day Aspects of Privacy Urgency 

Egyptian society has undergone numerous revolutionary changes that have led 
to a paradox in evaluating the privacy issue in Egyptian housing policy. Design 
details reflect this paradox, as most current architectural solutions do not meet 
people’s needs, nor do they suit the Egyptian social milieu. People do not claim 
privacy in their habitat, but they have not forgotten it as an urgent issue. They 
have tried various ways of obtaining some sort of privacy in their dwellings. 
Some of these include: 
• Expressing dissatisfaction with the lack of privacy. 
• Altering one of the bedrooms into a guest room when none was provided. 
• Abandoning the balconies and using curtains to protect from outside. 
• Changing their house design by placing partitions between rooms or remov-

ing others in order to achieve maximum privacy. 
• Ground floor residents sealed off spaces in front of the flat with a wooden or 

metal fence to shield against street noise and passers-by. 
• Covering their balconies and windows with gypsum or wooden latticework to 

improve privacy, see Figure 5, (El-Ekiaby, 1975). 

6. Conclusion and Recommendations 

From the previous discussion, one can see that privacy was, is and will continue 
to be considered both an amenity and a necessity. In the past, privacy was li-
mited to preventing the inside of the house from being seen from the outside, 
and the prohibited part of the house from being seen by guests and/or strangers. 
As technology added the noise factor to the environment, privacy became a ne-
cessary consideration to avoid both visual and auditory harm. Unfortunately, 
contemporary architecture in general, and housing in particular, do not offer 
such measures to achieve a reasonable degree of privacy. The following are some 
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recommendations to help obtain privacy in the present. 

6.1. Planning Considerations 

1) Adequate studies should be conducted in order to identify needs with re-
gards to site selection. 

2) The site should be far from noise sources. Noise reduction in built-up areas 
can be achieved through the use of buffering to separate the habitable areas from 
the noise sources of non-residential projects such as railways, airports or high-
ways. 

3) Applying religious traditions and teachings concerning city planning, 
which are firmer than codes and legislations, will help reach a proper solution to 
the planning issue. 

6.2. Housing Location 

1) Open spaces in the housing site should be organized and functionally sepa-
rated, i.e., private open areas should be distinguished from the public open areas. 
This will help initiate the spirit of socialization which makes people respect the 
other’s rights of adjoining people and the settlement as a whole, and do not in-
trude on others’ own privacy. 

2) Minimizing the number and the area of the external openings by orienting 
the house design components toward an inner court and covering them by me-
tallic, wooden or plastic lattice-work. This will help achieve privacy to a great 
extent. 

6.3. The Dwelling Unit 

1) Any house or dwelling should have a private entrance positioned to avoid 
direct peeping into the internal parts of the house. 

2) It is desirable to separate the sleeping rooms and the living spaces within 
the dwelling unit. 

3) Great care should be taken in choosing the construction materials, system 
and technology in order to achieve noise reduction and to absorb any vibrations 
induced by mechanical installations such as lifts. 

6.4. Other Considerations 

1) New legislation and building codes should be developed with great empha-
sis on the privacy issue. 

2) Elaborating an architectural theory originating from Islamic customs and 
traditions that care for the privacy issue throughout its long history. 
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