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ABSTRACT 

Style becomes the unique selling point of fashion today. The role of style does not only help 

consumers to decide on fashion but it leads the consumer to a good taste of life. Authenticity does matter 

in style. In this research paper, I argue that history and culture are significant in authenticating a style. 

The main aim of this research paper is to address how history and culture influence style authenticity in 

fashion? First, I tried to evoke this question by investigating two high-end designers, Vivienne 

Westwood (1941 -) and Alexander MacQueen (1969-2010). It was found out that historical dress 

influences have a direct correlation with selected designers' style authenticity. It was studied how they 

carried out research and what were the decisive aspects of exerting influences and transferring design 

possibilities to future fashion. It was found out that designers created conceptual designs that enable 

expressing the socio-cultural context of the inspired dress. They studied the socio-cultural context of the 

dress. They followed actual historical dress details and transferred historical inspirations through 

modern technology and pattern cutting. Juxtapositioning, hybridization such design principles merged 

the past and present. Secondly, by taking inspiration from the high-end designers' design process, I 

explored the royal style of a pair of trousers of the King Kirti Sri Rajasimha (1747-1782 AD) of Sri 

Lanka. This is a well-preserved garment. In this paper, I present the first direct determinations of analysis 

of the cut, design, and sewing made of ancient royal trousers of 18th Century Sri Lanka. Written records, 
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scholarly reviews, photographs, Museum websites, temple paintings, sculptures, sketches of the period, 

Socio-political influences affecting dress were studied.  The study explores details of design elements 

which enable to identify the design possibilities to transfer to a style authenticity.  

 

Keywords: Fashion, Style, Authenticity, History, Culture, Vivienne Westwood (1941 -), Alexander 

MacQueen (1969-2010), a pair of trousers of King Kirti Sri Rajasimha (1747-1782 AD), Kandyan 

Kingdom of Sri Lanka (14th Century -1815 AD) 
 

 

 

1.  INTRODUCTION 
 

The main aim of this research paper is to address how history and culture influence style 

authenticity in fashion? The research was driven through four steps. First, the definition and 

characteristics of style were studies. The meaning and function of style are defined by fashion 

scholars and fashion designers. Scholars support the idea that style is a lifestyle in common. 

Second, it was explored how fashion is defined in today’s fashion consumerism. The process 

of change driven by style is concerned today. The notion of historical fashion was explored to 

identify the style direction over history. Socio-cultural, economic factors affecting fashion were 

examined. Thirdly, two case studies of high-end fashion designers Vivienne Westwood (1941 

-), Alexander MacQueen (1969-2010) were carried out to identify the relationship between 

historical influences and their style authenticity. Their design principles and design process 

were studied. The fourth, based on research findings, a selected royal trousers of Sri Lanka was 

studied. Methods of constructing the design of the trousers, pattern, measurements, seams and 

concealment, fabric, color, and cultural influences were studied deeply exploring design 

possibilities to transfer to a style authenticity. 

 

 

2.  MATERIALS AND METHODS 
 

Three case studies were based on this research. The first two case studies were carried 

out altogether considering historical inspiration-based collections created by them and their 

high-end market level. Selected designers were Vivienne Westwood (1941 -) and Alexander 

MacQueen (1969-2010). The third case study was a pair of trousers of King Kirti Sri Rajasimha 

(1747-1782 AD) which is exhibited at the Museum of Temple of the Tooth, Kandy, Sri Lanka. 

This is a well-preserved garment. In this paper, I present the first direct determinations of the 

cuts, design, and sewing.  

The study incorporates a variety of data. The study was based on studying recorded data, 

scholarly reviews, photographs, Museum websites, temple paintings, sculptures, sketches of the 

period. Sketches and descriptions made by observer participants of dresses were studied. Socio-

political influences affecting dress were studied. Original written sources and true pictorial 

evidence were used for the research. The reliability of the data which was incorporated in the 

research is of much concern. Therefore, pictorial data was cross-checked with different literary 

sources such as fashion scholars, fashion designers' views, paintings and particular literature, 

enabled to build a strong logical analysis.  

Data analysis was carried out through a systematic process. The first data was gathered.  

Gathered data was observed and identified characteristics of the concept of the style 



World Scientific News 146 (2020) 215-235 

 

 

-217- 

authenticity. This generated knowledge of style authenticity was interpreted logically in a way 

to forward the principles of transferring design elements to establish a style of authenticity.  

 

 

3.  LITERATURE REVIEW  

3. 1. What is style: Definition  

In modern society, both style and fashion are functional equivalents to good taste [1]. 

Immanuel Kant’s idea of sensus communis means the community of fashion is the real 

community of universal taste [1]. “Fashion helps to solve Philosophy of life [1]. One of the first 

theorists to study fashion as a language, Roland Barthes, highlighted meaning of elements and 

styles which is very much suited to modern fashion consumerism “If I read that a square-

necked, white silk sweater is very smart, I cannot say–without again having to revert to intuition 

which of these four features (sweater, silk, white, square neck) act as signifiers for the concept 

smart: is it only one feature which carries the meaning, or conversely does non-signifying 

elements come together and suddenly create meaning as soon as they are combined? [3]. Style 

as a code composed of elements that come together like letters of the alphabet that can be mixed 

up to generate endless combinations is similar to the idea [4]. What constitutes fashion “a 

surprisingly wide variety of styles” can be forward as the core in the concept of fashion [5]. 

“The concept of style has, however, more to do with the characterization of the objects of 

consumption, whereas fashion characterizes the whole social pattern of distinction and 

adaptation. The charm of novelty offered by fashion is a purely aesthetic pleasure" [1]. 

 

3. 2. The style in fashion today  

Today, fashion is the biggest consumer market driven by style. Fashion may be analyzed 

by direct attention to the physical characteristics of the product [6]. Style is becoming 

increasingly influential in shaping the image of products launched on the market and has 

become a fundamental driver in rejuvenating product portfolios as markets approach maturity 

[4]. Objects of art are always unique. “The relationship between the terms Fashion, design, and 

style as in the context of clothing, the design is a unique combination of characteristics that 

within a specified class of products, differentiates one item from another" [7]. The class of 

products means dress items that enable an infinite number of design possibilities in terms of 

notable silhouette and construction.  

Change is an innate characteristic of the style [4]. The nature of the style is that it is 

subject to frequent changes driven by consumers’ eagerness for the new and from companies’ 

tendency to plan the stylistic obsolescence of their products. However, if the change is so 

closely related to the concept of style, what becomes critical is to explore the processes of 

change driven by style [4]. How and where the change can occur? What makes the style? "What 

is fresh is how fashion has at least begun to generate a critical that it can call it's own". Sproles 

says that "each separate design exists as a highly Individualistic creation in terms of 

construction, fabric, color, structure, surface pattern and textile" [6].  Therefore "a style on the 

other hand is a characteristic mode of presentation that typifies several similar objects of the 

same class” [9]. Contemporary fashion forecasting engines present different styles for the 

future. It can be hypothesized now a mixture of styles that will become popular in the future, 

discover style dynamics named “Trendy vs Classic” [2]. Fashion styles seek authenticity. Mix 

and match, cultural influences, historical influences, hybrid formation, juxtapositioning the 
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same elements the authenticity is sought. The idea explained in other words is the same meaning 

which is “The styles differ in terms of triggers of change, locus of change, the role of individual 

vs structured units (teams and departments) in style creation and style selection, and the 

expected outcomes” [4]. 

 

3. 3. Historical fashion styles  

Fashion has been nourished by historical styles for ages. When Art movements emerged, 

artists became the first pioneers in for fronting the idea of style for the first time. By the time 

of the Renaissance in Europe (ca. 1400–1600), fashion change was present. In the early 1600s 

The Portuguese, The Dutch, The British efforts to engage in trade with countries far to the east 

(India, China, and Japan) via East India Company opened East textiles to Europe. Edward 

Monet’s, “en Plein air” day wear paintings show print fabrics of East. Impressionists presented 

daywear, eveningwear styles in their paintings.  

The fashions constituted textile, color, texture, line, silhouettes suitable for daywear, and 

evening dress styles. Chinese silks and silk fabrics with Chinese decorative motifs were 

enormously popular in the eighteenth century. Tortora, (2010) discusses some significant style 

variations in the nineteenth and twentieth centuries due to political attitude. The chasm between 

the dress of various classes appeared.  The 1960s and after, a greater emphasis on higher-fashion 

styling, more imaginative design, and color did return fashion. Well-known designers produced 

lines of womenswear and menswear then displayed them in fashion shows. Paul Poiret (1879-

1944), Christian Dior (1905-1957), Coco Chanel (1883-1971), Cristobal Balenciaga (1890-

1972), Elsa Schiaparelli (1890-1973), Yves Saint Laurent (1936-2008), Vivienne Westwood 

(1941 -), Alexander MacQueen (1969-2010) made notable styles which were heavily 

contributed by historical and cultural influences.  

Taylor [12] give important hints of how fashion evolved with the help of history and 

culture. By the dawn of the millennium, the study of fashion history, previously the domain of 

museum curators and archivists, was now the focus of public fascination and academic 

discussion. 'From the last 15 years, the field of dress history has been subject to passionate and 

sometimes acrimonious debate. Within the context of the history of decorative arts and design, 

material culture and museology, and other related cultural theory, the study of the dress has 

undergone the greatest appropriation and transformation'. 'Over the last decade or so, the study 

of the clothes in art has been firmly established as one of the essential approaches to dress 

history, as Roche suggests, such a study requires the skills of both historian and art historian' 

[14].  

Many scholars discuss “cultural authentication” [15], [16], [17]. "today modern fashion a 

fashion system as denoting acceptable codes and conventions, setting limits and prescribing 

clothing behavior, and revising what is accepted by many individuals as appropriate dress for a 

specific period" [18].  

The shaping of what is fashionable as related to culture [5]. Fashion scholars recognises 

that “the power of modern fashion media informs cultural formation, social movements, and 

the material and aesthetic environment of life in the developed world [9]. The fashion industry 

is constantly looking for new ideas. As a result, Western and non-Western fashion designers 

incorporate elements of the dress of other cultures into the dress they produce [20]. “Cultural 

authentication,” involves a step in which some change or transformation of the original style is 

made. Historical fashions help the fashion industry in authentication and improving the 

aesthetic taste of life [8].  
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Two Case studies: Does style determine from history and culture? 

In this research paper selected designers' fashions are examined to understand how they 

create an authentic style by taking historical influences. Vivienne Westwood (1941 -), 

Alexander MacQueen (1969-2010) are selected as case studies to reveal how they found an 

authentic style from history. 

 

● Vivienne Westwood (1941 -) 

 

"I take something from the past that has a sort of vitality that has never been exploited – like 

the crinoline – and get very intense. In the end, you do something original because you 

overlay your ideas". (Vivienne Westwood) 

 

Westwood obliged to her inspiration and expresses that “I don’t believe in progress. 

People don’t understand where ideas come from. They come from tradition. They don’t come 

out of the air [18]. Craik, & Peoples sees this ability to sense social and cultural changes and to 

morph these messages into fashion collections, which are more than mere pieces of clothing, 

but rather symbols of the moods of the time [18]. 

Westwood as “Fashion’s foremost thinker, Vivienne Westwood believes the foundation 

of a meaningful and productive life lies in the development of personal identity via the process 

of intellectual evolution [10]. This, she believes, can be found through the exploration of three 

key areas – environment and responsibility, politics and justice, thoughts and culture". As a 

confessed activist and advocate of cultural appreciation, Vivienne Westwood believes art links 

the past, present, and future. Punk - this wide-ranging examination sheds light on both the 

approach and application of Vivienne Westwood's cultural, political, and environmental 

interests. Autumn/Winter 2015 and also formed the basis for the narrative of her Active 

Resistance to Propaganda, a symposium on culture which Westwood defined as 'the exploration 

and cultivation of humanity through art’. 

Vivienne Westwood’s first collection of “Pirate collection, 1981” was influenced by 

seventeenth- and eighteenth-century dress, African prints, and pantomime costume. 'Pirate' 

collection involved the dissection of 18th-century shirts, breeches-style Buccaneer trousers, 

striped fabric, and billowing shirts that gave historical sensation. Westwood focused her 

research on the archives at the V&A Museum. She then studied the art of the Greeks stating 

‘the art of the Greeks has never been surpassed. The ensemble paralleled the masquerade rituals 

of London’s contemporary ‘new romantic’ club scene but was also innovative enough to inspire 

interest amongst fashion academics and museum curators” [19].  

The inspiration for the Pirate collection was from the past. But the dresses are novel in 

the way of presentation. In her own words “Some people wore the complete Pirate Outfit, while 

many took elements from the collection and freely mixed them with other clothes. The tunic, 

with its powerful meandering print, and the fall-down stockings were particularly popular” 

(Harpers & Queen magazine -April 1983). Here it emphasizes the great ability to mix and 

match with other dresses. This explores hints of how fashion style can survive with authenticity. 

The discussion further explores the possibilities enough of how fashion style utility should be. 

“by the 1990s Westwood had developed her eclectic style by inspiring French high culture 

during the era of the rococo on display at London’s Wallace collection, she produced a series 

of swaggering collections which explore philosophy, aesthetics, culture [11]. They also made 

ingenious use of traditional British textiles including Harris Tweed, tartans, and argyle knit. 
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Figure 1. This outfit belongs to the “pirate” collection in 1981-2 fall/Winter /Museum 

number: T.334 to I-1982. Materials and Techniques of the outfit: Figured cotton and rayon 

ensemble, with printed plain weave cotton shirt and sash, muslin stockings, and hat of 

stiffened felt trimmed with leather and braid. 
https://collections.vam.ac.uk/item/O75527/pirate-ensemble-vivienne-westwood/ 

 

 

When she came across Norah Waugh’s book Corsets and Crinolines, she began to 

combine reproductions of historical garments such as the loose-fitting trousers worn by pirates 

with contemporary items for example, in the Pirates, Deshabilles, Witches, and Buffalo 

collections. She taught herself cutting and tailoring techniques and later on was able to 

commission precision tailoring of garments. Craik, & Peoples [18] express that “Probably the 

most influential of Westwood's 'borrowings' from history is the corset.  

She first made daywear of corsetry when creating fetish-wear collections at SEX in the 

1970s, then turned the corset into refined outerwear in her couture collections of the late 1980s, 

including Harris Tweed (Autumn/Winter 1987 – 88) and Time Machine (Autumn/Winter 1988 

– 89). She also created less extreme historical reinterpretations, with incongruous mixes of 

tailored elements, such as for a men's ensemble of 1995 a traditionally cut Harris Tweed 

slimline jacket subverted by baggy trousers and a waistcoat with an exaggerated shawl collar”.  

https://collections.vam.ac.uk/item/O75527/pirate-ensemble-vivienne-westwood/
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Increasingly, Vivienne Westwood abandoned the street influences and looked to the 

culture of the elite past and present for a shift that “traces Westwood’s accelerating 

independence from McLaren” [18]. The eighteenth-century particularly provided a strong 

influence on her but also Rococo, Victorian corsetry, English hunting traditions, and the 

extravagant ball-gowns of French nobility gave many influences. According to critics, in 1996 

she created the dramatic silk-and-taffeta evening gowns of Les Femmes de Connaissent pas 

toute leur Coquetterie made sly modern adjustments to an 18th-century silhouette. Inspired by 

the work of French Rococo painter Antoine Watteau, Westwood took the 'sack back' dress and 

injected it with a thoroughly modern asymmetry, adding a single off-shoulder cut and polonaise 

pouf (a swagged overskirt inspired by Polish national costume). 

 

 

 
 

Figure 2. Left to right: Corset, Vivienne Westwood, 1990, England. Museum no. T.216-2002. 

Portrait ensemble, Vivienne Westwood, 1990, England. Museum no. T.215:1-2002. © 

Vivienne Westwood/Victoria and Albert Museum, London  
https://www.vam.ac.uk/articles/vivienne-westwood-a-taste-for-the-past 

 

 

Vivienne Westwood has taken inspiration from tradition and culture and interpreted them 

in design elements. The invented collection of dresses define the spirit or mood of a particular 

period of history. Her Victorian fashion influenced dresses were based on thorough research on 

the archives at the Victoria & Albert Museum. It is noted that she relies on reliable historical 

factors. She studied original materials and techniques of the historical outfits. She studied 

traditional British textiles. She expressed in her own words that “In the end, you do something 

original because you overlay your ideas". Her fashions emphasize the great ability to mix and 

match with other dresses. She explored eclectic style by inspiring French high culture during 

the era of the rococo. The inspiration for the Pirate collection was from the past. But the dresses 

are novel in the way of presentation. It is noted that she expressed the novelty through cutting 

and tailoring techniques and hybridizing historical, cultural design elements together. 

https://www.vam.ac.uk/articles/vivienne-westwood-a-taste-for-the-past
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Figure 3. Left to right: Madame de Pompadour, mistress of Louis XV, François Boucher, 

1758, France. Museum no. 487-1882. © Victoria and Albert Museum, London. Anglophilia 

evening dress, Vivienne Westwood, 2003, England. Lent by the designer for the 2004 

exhibition 'Vivienne Westwood' 
https://www.vam.ac.uk/articles/vivienne-westwood-a-taste-for-the-past 

 

 

● Alexander MacQueen (1969-2010) 

 

 

 
 

Figure 4. “The Horn of Plenty” which was launched in Autumn/Winter 2009–10 
http://blog.metmuseum.org/alexandermcqueen/dress-sarabande-1/ 

https://www.vam.ac.uk/articles/vivienne-westwood-a-taste-for-the-past
http://blog.metmuseum.org/alexandermcqueen/dress-sarabande-1/
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Figure 5. HENRY CLARKE’s Fashion Photography of 1950 Haute Couture. 
https://gabrielleteare.com/blog/2009/09/01/great-fashion-photography-1950s-fashion-henry-clarke/ 

 

Fashions of Alexander McQueen were the conceptual expression of culture, politics, and 

identity. His notable designs including the kimono jacket, and the three-point "origami" frock 

coat; all were exerted considerable multicultural influences. The Jacket of the collection “It’s a 

Jungle Out There” launched in autumn/winter 1997–98 was printed with an image from 

religious paintings. McQueen's fashions often referenced the exaggerated silhouettes of the 

1860s, 1880s, 1890s, and 1950s. “The Horn of Plenty” which was launched in Autumn/Winter 

2009–10 was a collection that was very much inspired by the 1950s haute couture [13].  

The silhouette consists of a very nipped-in waist, and broad shoulders. The outfit was 

made of Black duck feathers. Technical expertise always pushed his designs to the front line. 

 

 
 

Figure 6. Angels and Demons Ensemble Autumn/winter 2010–11 
http://blog.metmuseum.org/alexandermcqueen/dress-sarabande-1/ 

https://gabrielleteare.com/blog/2009/09/01/great-fashion-photography-1950s-fashion-henry-clarke/
http://blog.metmuseum.org/alexandermcqueen/dress-sarabande-1/
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Figure 7. Jet and Dressed in Black — The Victorian Period, Close-up of the cape from the 

Whitby Museum, Costume Collection, 2005/21. Photo: Viveka Hansen. 
http://www.victorianweb.org/art/costume/mourning/8.html 

 

 

McQueen paid interest in the Victorian era. He was influenced by the Victoria culture, 

lifestyle, color, material, silhouette, shape, and line as design elements [13]. He created 

innovation by hybridization and juxtaposition of ancient and modern materials and ideas. Corset 

of the collection of Dante, autumn/winter 1996–97 was made of Lilac silk faille appliquéd with 

black silk lace and embroidered with jet beads that resemble Victorian culture. Fashion critic 

Andrew Bolton says that "In the Victorian era, each stage of mourning demanded a different 

color, one of which was lilac. This corset's jet beading is also associated with mourning. Here, 

we see McQueen finding poetry and beauty in death”.  

Sarah Burton, his head designer says that he was very much inspired by handcraft, 

carvings, paintings, or sculptures. He was influenced by medieval arts and religious 

iconography. It was almost looking at the Dark Ages and finding that there was a light in the 

Dark Ages. He created fashion to suit today. Sarah Burton expressed how old painting was 

transferred to a beautiful modern textile. Alexander McQueen used a digital printing technique 

to print ancient paintings. 

 

"There was still modernity in the way that the fabrics were developed. So, for instance, there's 

a dress with jacquard (Featuring a painting by religious artist Hieronymus Bosch) on it, 

Heaven and Hell. And what we did is we scanned the painting and digitally wove the 

jacquard. So in a way you’ve still got this juxtaposition of the old and the new,  

which I think is always important in his work”. Sarah Burton 

 

http://www.victorianweb.org/art/costume/mourning/8.html
http://blog.metmuseum.org/alexandermcqueen/tag/dante/
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Figure 8. Widows of Culloden, autumn/winter 2006–7 

Dress of McQueen wool tartan (checkered); top of nude silk net appliquéd with black lace; 

underskirt of cream silk tulle 
http://blog.metmuseum.org/alexandermcqueen/dress-sarabande-1/ 

 

 

He created collections inspired by famous women of history. The coat of the “The Girl 

Who Lived in the Tree” collection was launched in autumn/winter 2008–9. A crimson coat and 

delicate empire-waist dress culminated a collection from 2008–9, inspired by the queens of 

England. In McQueen's Words "I don't get inspired [by specific women]. It's more in the minds 

of the women in the past, like Catherine the Great, or Marie Antoinette. People who were 

doomed. Joan of Arc or Colette. Iconic women. The dress of the collection called Sarabande, 

spring/summer 2007 was influenced by the European religious concept of “Madonna”. Cream 

silk satin and organza appliquéd with black degrade silk lace and embroidered in clear beads 

and sequins. In McQueen’s words, 

  

“I liked the padded hips because they didn’t make the [piece] look historical, but . . . more 

sensual. Like the statue of Diana with breasts and big hips. It’s more maternal (motherly), 

more womanly.” 

 

Inspiration was visual representation but technical cleverness always imbued his designs 

with an innovative sensibility that kept him at the front line. "On graduation in 1992, "Jack the 

Ripper" envisaged historical sensitivity that seemed unique. Many commenters acknowledged 

the swaggering confidence displayed dazzling virtuosity in their quasi- surgical manipulation 

http://blog.metmuseum.org/alexandermcqueen/tag/widows-of-culloden/
http://blog.metmuseum.org/alexandermcqueen/dress-sarabande-1/
http://blog.metmuseum.org/alexandermcqueen/tag/the-girl-who-lived-in-the-tree/
http://blog.metmuseum.org/alexandermcqueen/tag/the-girl-who-lived-in-the-tree/
http://blog.metmuseum.org/alexandermcqueen/tag/sarabande
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of form and line. Inspiration is played on a high level of skilled fashion design methods. Design 

elements (inspiration) are played on a high skilled Pattern cutting, concurrent trends, mixed 

media usage, visual inspirations, object inspirations, traditional art and craft application, 

traditional color application. At that point, the inspiration enables producing an authentic novel 

fashion style.  

 

 
 

Figure 9. Dress ‘Sarabande’, spring/summer 2007 

Cream silk satin and organza appliquéd with black degrade silk lace and embroidered in clear 

beads and sequins 
http://blog.metmuseum.org/alexandermcqueen/dress-sarabande-1/ 

 

 

Style Identification of a pair of Trousers of King Kirti Sri Rajasimha (1747-1782 AD) of 

the Kandyan Kingdom of Sri Lanka, exhibits at the Museum of Temple of the Tooth, 

Kandy, Sri Lanka 

A general description is given on the display board for royal garments which are exhibited 

in the museum. It says that “information regarding the garments are very scanty. Some of the 

Garments used by King Kirthi Sri Rajasimha (1747-1782 AD) are on display here. Under the 

exhibit number four (04) a pair of trousers of the King is named as “saruvale”. The description 

is as follows. “The trouser covering the lower part of the body. It has been prepared out of fine 

cotton with floral embroidery work". The leggings were tied to the waistband. Leg pieces 

together and connects them to the waistband. The waistband was attached separately.  

http://blog.metmuseum.org/alexandermcqueen/tag/sarabande
http://blog.metmuseum.org/alexandermcqueen/dress-sarabande-1/
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Figure 10. A pair of trousers of King Kirti Sri Rajasimha (1747-1782 AD) of the Kandyan 

Kingdom of Sri Lanka, exhibits at the Museum of Kandy, Sri Lanka. 

 

 

● Method of constructing the design of the trousers. 

 

 
 

Figure 11. King Kirti Sri Rajasimha (1747-1782 AD), Temple of Dambulla, Sri Lanka. 



World Scientific News 146 (2020) 215-235 

 

 

-228- 

The precise position of the seams and fabrics to each other has been documented 

graphically, textually, and photographically. Based on the documentation, the cut of the trousers 

was determined and recorded in a technical pattern drawing in the original size and 

accompanied by a detailed description. Some specific characteristics and details of the trousers 

were recorded and interpreted in terms of function.  

The King was known as who restored many Buddhist temples of the Kandyan territory. 

The King is depicted in temple murals with a pair of trousers. Floral patterns are depicted in the 

trousers. The King is always depicted in the association of the royal audience. Therefore, it can 

be suggested that he wore full royal costumes at the royal court. This can be a ceremonial dress.  

 

● Pattern, measurements  

 

Measurements have been taken at the front and all parts of the trousers were separately 

measured. On both sides, the fabric has cut to shapes. It is approximately 48 inches long and 

the waist is of 21 ½ inches. The waistband is 3 inches wide. The lower part is attached to the 

waistband separately. The trousers was worn to the waist. The hip is 18 inches and leg volumes 

are wide at the thigh level. The leg circumference is 17 inches at the crotch level. From the 

crotch level to downwards the leg is getting narrower is about 4 inches at the ankle. The leg is 

22 inches long. There is a front opening which consists of more than 10 buttons.  Buttonholes 

have been sewn over it. There are two pockets on both sides of the trousers. Buttons were 

covered with the same fabric of the trousers. 

 

 
 

Figure 12. Front opening of the trousers which is fastened by buttons covered with  

the same fabric. 



World Scientific News 146 (2020) 215-235 

 

 

-229- 

There are fabric gatherings that have been attached to the waist. The waistband has been 

attached to the lower body part. Accordion pleats kind of mini knife pleats are attached; they 

are usually no more than ½” wide. 

 

   
 

Figure 13. Pleats at the waist of the trousers. 

 

 

   
 

Figure 14. Waistband attachment, front opening, buttons at the front opening of the trousers. 
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Figure 15. Technical drawing of the trousers (front view) 
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● Seams and concealment 

 

 
 

Figure 16. Slash at the ankle shows buttonhole stitches, chain stitch on the top of the mouth. 

 

 

 
 

Figure 17. Pocket details of the trousers. 
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There are different types of seams. They can be categorized into two as concealing seams 

and decorative seams. Concealing seams cannot see on the top of the fabric. Concealing seams 

are hidden under the double-layered lining of the trousers. There is a slash at the ankle. The 

reverse side of the ankle, seams are shown. Concealing seam is used to bind two main pieces 

of fabric together, using neutral color thread to form stitches. Seams are stitched by hand. The 

seam tension has been neatly kept keeping the same distance between two stitches.  Running 

stitch which is the simplest type of stitch can be seen at the reverse side of the ankle. This 

appears as one stitch line. Pocket is double layered buttonhole stitch seam is used to finish the 

buttonholes. A red-colored stitch was used for buttonholes. Decorative seams are detailed and 

delicate. Around the pocket mouth, a decorative seam of chain stitch of blue color has been 

sewn. The same style of scallop shapes has been attached to each pocket cuff and the front 

opening of the trousers. Conical shaped scallops are decorated with a red braid which has been 

attached from one millimeter from the edge of each scallop. In the middle of each scallop shape, 

a thicker braid has been sewn, creating a similar design to traditional Sinhalese design called 

'palapethi'. Buttonholes are covered with red color thread. 

 

● Fabric  

 

The fabric is an imported textile. Textile is gold in color.   The textile has an all-over 

design of a variety of flowers. Tendril and stems have made an arabesque design.  Flowers do 

not belong to Sri Lankan culture. Fabrics were imported from India, Indonesia through the 

Dutch East Indian trade company, and numerous private traders. Written records show that 

foreign diplomats also gifted various luxurious fabrics to the Kings of the Kandyan era. 

 

 
 

Figure 18. Textile details of the trousers. 
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● Style of the trousers  

 

Trousers was introduced by the Portuguese to Ceylonese by 16th Century AD. Portuguese 

Captain General, Jeronimo de Azavedo, wore breeches. The first Dutch Admiral Joris Van 

Spilbergen who visited the Kandy in 1602 wore a pair of trousers. Recorded data and sketches 

show that Kings of the Kandyan Kingdom wore trousers. Kandyan Kings who were converted 

to Christianity, educated, and introduced to the Western society accepted Western etiquettes. 

Codrington, H. W who translates the letters of King Vijayapala of Matale says that the King 

clad as a Western gentleman. The earliest pictorial evidence of trousers as shown in King 

Rajasimha II (1635-1687). Style of trousers is similar to Kandyan Kings' trousers which are 

depicted in temple murals and foreigners’ sketches. King Rajasimhe II with a pair of trousers 

was depicted in the manuscript of Robert Knox (8 February 1641 – 19 June 1720). King Vimala 

Dharma Suriya II (1687-1707), with a pair of trousers is depicted at the Temple of the Tooth, 

Kandy, King Sri Vickrama Rajasimhe (1798-1815), the last King of the Kandyan Kingdom is 

depicted with a pair of trousers in Asgiri temple murals, Kandy. In John Davy’s diary King Sri 

Vickrama Rajasimhe (1798-1815) is with a pair of trousers which is detailed in black line. The 

Kings are in the same style of trousers. Trousers are worn to the waist. It is a loosely fitted 

garment. At the waist, broadband has been attached. There is fullness at the hip of the trousers 

which gives more ease to the wearer. The ease has gradually decreased and at the ankle, the 

legs are fitted to the body.  There is a slash at the ankle and those were fastened by buttons. 

Trousers is a ceremonial dress. Design of trousers was introduced by the Westerners. It is said 

that there were many south Indian tailors residing at the Kandy city and they did the Kings’ 

tailoring. It can be suggested that together with South Indian craftsmanship of sewing and 

designs Western dress design adapted more Asian aesthetic appreciation. East and West 

aesthetic beauty created an original fashion.   

 

 

4.  CONCLUSIONS 
 

Fashion is breathed by style. Fashion displays concepts of styles, seasons, events. Fashion 

theorists suggest that these concepts are expressed through design elements such as line, shape, 

color, material, and silhouette. Style is determined by design elements and their harmony in an 

idea. What causes fashion style authenticity? My observation is that selected designers have 

identified the resource intensity of historical and cultural data. The research found out that 

Vivienne Westwood and Alexander McQueen presented conceptual designs. They presented 

the original fashions. They have their style of authenticity. They set trends on their design 

principles. Both designers have explored design possibilities to transfer original historical 

inspirations through pattern cutting, and technology. It was noted that both are mastered in 

pattern cutting. They used Juxtaposing and hybridization such design principles to create 

original fashion. 

It is suggested through this research that reliability, accuracy are important in historical 

inspiration. Design elements need close observation. Each element needs to study, record, 

sketch. It is suggested that tiny details of historical embroidery can make a dramatic change in 

the current fashion world. It is suggested from case studies that a closer examination of 

historical original clothes is the first step of inspiring historical costumes. The socio-cultural 

context of the object is required to understand. Conceptual designs are based on characteristics 
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that explain the socio-cultural context of the dress which creates. It is suggested from this 

research that an inspiration source that explains the socio-cultural context can be transferred 

through current technology to explore an authentic style. The final case study has explored 

design possibilities identifying transferable qualities of an authentic style. The research expects 

product development of an authentic style. 
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