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ABSTRACT
Costume Design: Communication Through Dress represents my experience as a
candidate in the University of South Carolina’s Master of Fine Arts program in Theatre
Design, with an emphasis in Costume Design and Technology. During my time in this
program, I worked closely with Professors Lisa Martin-Stuart and Nic Ularu to practice
text and character analysis, rendering techniques, communication and the execution of
designs from concepts on paper into three fully realized productions.
This thesis explores the design process behind three shows produced by the
University of South Carolina’s Department of Theatre and Dance: Translations by Brian
Friel, Blithe Spirit by Noël Coward, and Scapin, adapted by Bill Irwin and Mark
O’Donnell. I investigate the design process for these three shows, starting with
researching and interpreting historical dress and for each world onstage. Through
extensive script analysis and communication with the director, I learn about the
background and psychological state and goals of each character, determine class
differentiation requirements in each world, and establish ways to convey these
distinctions through garment choices. I explore instances that occurred during production
requiring modification and troubleshooting, and discuss how these experiences have
helped me finesse my communication skills. Additionally, I discuss experiences that have
helped me learn to better anticipate the needs of the production team and actors, which
have in turn helped me to grow as a designer.
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INTRODUCTION:
DISCOVERING THE COSTUME DESIGN PROCESS
As an artist, I’ve always been drawn by mankind’s ability to learn about
individuals in ways that extend beyond verbal communication. Posture, gesture,
expression and the clothing choices worn can communicate an extensive amount of
information about an individual’s circumstances. Clothing can be used to communicate
larger ideas beyond circumstance, and can speak to society as a whole.
I received a Bachelor’s Degree in Fashion Design from the Massachusetts College
of Art and Design, where I learned to look at the human body as a base which sculptural
art can be built off of. Through the manipulation of fabric and non-textile materials, it is
possible to shape and mold the human form into a living piece of art.
My fashion program featured assignments based around the types of garments
produced (including Menswear, Tailored garments, Women’s Ready-to-wear,
Eveningwear, and Bridal wear). While working on these assignments, I discovered that I
was constructing not only a visual aesthetic, but also storylines from my sources of
inspiration. I became interested in the circumstances leading to why people make
clothing-based decisions. These choices may be shaped by many factors, such as societal
constructs, current events, occupation, function, climate and immediate surroundings,
among countless other factors.
It dawned on me that the communication and storytelling possibilities for clothing
are infinite. Rather than designing for individuals within a set demographic, I was instead
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inspired to create art through costume design, wishing to explore the power of conveying
stories through clothing.
The job of a costume designer involves studying the plot, setting, and characters
embedded into the synthetic world of a script. From this analysis, and understanding of
the circumstances these characters experiences, garments are decided upon based on a set
number of limitations determined by the director and designers. The collaboration
process is highly important, as various design elements work harmoniously together.
Through the guidance of my advisors, Professors Lisa Martin-Stuart and Nic
Ularu, I have grown in my ability to communicate through garment styles and textile
choices worn by characters onstage. The next three chapters discuss the three Main Stage
shows I’ve designed costumes for during my time at the University of South Carolina.
These productions include Translations by Brian Friel, Blithe Spirit by Noel Coward, and
an adaptation of Moliere’s Scapin, by Mark O’Donnell and Bill Irwin. Designing these
productions has allowed me to explore romantic naturalism, convey the absurdities of an
early 1940s farcical comedy, and fabricate an absurd, plastic clown’s world, all through
costume. The following chapters discuss the design process for the characters in these
three shows, in addition to select experiences that have helped me to grow as a designer.
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CHAPTER 1: TRANSLATIONS

Translations
Written by Brian Friel
Performed at Longstreet Theatre at the University of South Carolina
February 20th-28th, 2015
Directed by Paul Savas
Lighting Design by Christopher Patterson
Scenic Design by Baxter Engle

The first production I designed during my studies was Brian Friel’s Translations,
which deals with themes of cultural assimilation and the barriers humans must face and
overcome when dealing with the inability to communicate.
Translations takes place in Donegal County, Ireland in 1833, in the fictional
village of Baile Beag; focusing on a hedge school as well as its students, teachers and
visitors. The hedge school is where students of all ages and interests receive an education,
but Hugh, the schoolmaster, believes it is highly important for his students to study
classic literature. Therefore, he incorporates the study of Greek and Roman languages
into his curriculum. This inclusion of multiple languages creates a fascinating exploration
of how effective communication must extend beyond words alone, and what the
consequences of ineffective communication can entail.
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1.1 SYNOPSIS
The play begins on a hot summer day, right before class starts. The scene opens
with the schoolmaster’s oldest son, Manus, passionately teaching a silent young woman,
Sarah, how to speak. They are interacting with Jimmy Jack, an eccentric man known as
‘the Infant Prodigy’ who expresses a strong interest in Greek mythology. Maire, Doalty,
and Bridget enter and gossip lightheartedly. Hugh, the schoolmaster, joins them, and
begins his lesson. Everything goes smoothly, except Maire begs Hugh to teach them
English instead of Greek and Roman. We also learn that Maire and Manus were
previously engaged, but Maire is upset that Manus has not sought out a paying job.
Owen, Hugh’s eldest son, interrupts the lesson. He is visiting from Dublin, and
has brought with him two British soldiers- Captain Lancey and Lieutenant Yolland.
Lancey and Yolland explain that they are working to change the Gaelic location names in
the community to English, to be printed on a map. Yolland enthusiastically tells everyone
that he finds Ireland beautiful, and wishes to learn Gaelic. Manus is hesitant to welcome
their guests, but Owen tells him not to worry.
The following scene occurs a few days later, during a severe heat wave. Owen
and Yolland work on renaming every geographical landmark in Baile Beag while aiming
to respect the origins of these names. Yolland tells Owen that he would like nothing more
than to move to permanently live in Baile Beag, but he feels like an outsider. Doalty
enters, and though Yolland tries to thank him for a previous act of kindness, Doalty
cannot understand him.
Yolland expresses frustration with Captain Lancey- he sees him as a disapproving
father figure. Hugh enters- he and Yolland discuss Yolland’s feeling of exclusion from
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Baile Beag. Yolland feels he is disrespecting the community through the renaming
process. After discussing the significance of the location names, Owen finally informs
Yolland that he and Lancey have been calling him by the wrong name the entire time
(they had been calling him “Roland”)- they find this extremely amusing and burst into
laughter. Manus enters and informs Owen that he has just been offered a job at a hedge
school in a different part of Ireland. Despite his refusal to speak in English so as to
include Yolland in their conversation, Yolland wishes him a great deal of happiness, and
they drink to celebrate.
Maire then enters with her milk delivery. Manus tells her he got a job, but she’s
cold with him. She then engages in conversation with Yolland, utilizing Owen as
translator. Despite their inability to understand each other, Maire invites Yolland to a
dance that’s happening the following night. Yolland is elated, he becomes intoxicated,
and they all celebrate.
After the dance, Maire and Yolland are laughing and running outside. They
attempt to communicate but can still barely understand one another, and instead share the
few words they each know in the others’ language. They express their mutual infatuation
and kiss under the stars. Sarah sees them and runs to alert Manus.
The next day, Manus, Owen and Sarah are back in the hedge school. Manus has
heard of Maire’s betrayal; he is so angry and heartbroken that he has decided to run
away. We also learn that Yolland is missing and possibly dead. Owen warns Manus that
if he disappears now, he will immediately be seen as suspect to Yolland’s disappearance.
This doesn’t stop Manus. He says goodbye to Owen and Sarah, who is heartbroken.
Bridget and Doalty are then discussing a riot that Baile Beag’s residents have

5

staged against the British soldiers. Owen asks them if they have seen Yolland; neither
Bridget nor Doalty have, but Doalty says that he last saw Yolland with the Donnelly
twins. He observes that British soldiers have begun leveling the land.
Maire enters, distraught. After demanding Owen to tell her of Yolland’s
whereabouts, she attempts to make small talk with everyone, and then exits after getting
no response. Lancey then enters with an announcement: if Yolland is not found within 24
hours, he will shoot all livestock, evict numerous homes and level the lands of many
communities in Baile Beag. He threatens everyone until he learns that his camp is on fire.
Everyone exits.
Hugh and Jimmy Jack enter, intoxicated. Hugh discovers Owen’s book of English
names. Owen reappears, and admits that renaming everything was a mistake. Hugh
wishes to acclimate to these new names, but Owen informs him of Lancey’s eviction
notice. Owen exits, and Maire re-enters. Hugh offers to teach Maire English- she is very
excited. Jimmy Jack discusses his engagement to the Greek goddess Athena, and how
difficult it would be to assimilate into the mythological world. The scene ends with Hugh
telling the story of Juno.

1.2 RESEARCHING AN IRISH LANDSCAPE
I began the design process in November 2014, focusing on Ireland’s geographic
and inhabited areas. I was inspired by the beautiful, vibrant colors that naturally occur in
the Irish landscape. Though I’ve never visited, it’s clear that instead of fighting with
nature (as is done in large metropolitan areas), the vast majority of Ireland’s residents
have instead worked harmoniously with the land- they’re able to utilize its resources
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while maintaining its integrity and lush greenery. The simple act of maintaining this
beauty while the rest of the world has modernized requires an innate respect of this land’s
natural existence- the symbolic importance of this hard work matches up perfectly with
Friel’s themes of honoring Ireland’s history. This raises the following question: does
maintaining good fortune require an individual to resist change, or can both be
accomplished?
Branching off of research on Ireland’s landscape, I then started looking into the
lives of its residents in the early 19th century, through photographs and paintings of their
cottages, tools, personal belongings, expressions and demeanors. How did these people
live- what did their homes, possessions and everyday activities look like? How did their
values shape these things?

Figure 1.1 (left) The Old Road by Catriona Shatwell,
Figure 1.2 (right) Image of Donegal County by Aisling Redican
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Figure 1.3 A Cottage in Glencolmcille Folk Village
The beauty of the languages was also a large source of inspiration, particularly the
rhythmic intonation used in Gaelic. Because of this rich musicality, I felt that the
garments worn by the villagers needed an organic, free-flowing feel.
From here, I was drawn towards towards naturalistic oil paintings, primarily from
the 19th and early 20th centuries; many of which focus on peasants doing everyday tasks.
The works of Julien Dupré, Camille Pissarro, and Jules Bastien-Lepage stood out to me
in particular. These painters were able to capture the rich, multilayered emotional
experience of humanity.

Figure 1.4 (left) La Faneuse Au Repos By Jules Bastien-Lepage,
Figure 1.5 (right) Peasant Woman with Cows by Julien Dupré
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Additionally, despite being based around a slightly later time period, photographic
primary sources from the mid-19th century proved to be highly useful resources. I was
able to source numerous photographs of railroad and farm workers from this period
(many of whom were Irish) that showcase a large amount of personality, character and
perseverance.

Figure 1.6 Jeanie Wilson by David Octavius Hill and Robert Adamson
I used sources from the Internet and the Thomas Cooper Library in my research
process, including everything from British Military styles in the 1830s to agricultural and
textile production in Donegal County. Conducting this intensive research really gave me
a feel for the setting and experiences of each character.
After gathering some preliminary research, I met with our scenic designer, Baxter
Engle, and our lighting designer, Christopher Patterson, in late November of 2014. We
shared our individual interpretations of the text and early ideas, and discovered that we
all interpreted Translations similarly. We then contacted the director, Paul Savas, who is
9

the Artistic Director at the Warehouse Theatre in Greenville, South Carolina. At this
time, Paul was working remotely; thus, we arranged a preliminary Skype meeting until
we were able to meet in person. We also created a DropBox folder online so that we were
able to share ideas before our first meeting, in addition to use as a communication tool
throughout the rehearsal process.
When we spoke with the director a few days later, he seemed to like all of our
ideas, and was especially impressed by an image included in Chris’s research. This image
led to the discussion of orange-toned lighting inspired by oil lamps, indicating that a
warm, rustic color palette would work best for both the costumes and scenic elements.
The director’s main concern was to keep the production’s feel “natural”- no wigs,
nothing heavily artificial. He wished to emphasize the differences between the British
soldiers and the Irish villagers, and show that they came from drastically different worlds.
He wanted this production to have very minimal costume changes, except for the dance
in Act II, Scene 2, which he saw as a big moment in the play. He also wished for the
British soldiers to display various levels of commitment in their uniforms, with Yolland
gradually donning clothing worn by the Irish villagers as a reflection of his desire to
become part of Baile Beag.
We then arranged to meet in person the following week. Inspired by the director’s
interpretations of each character, I organized all of my research by character into digital
collages, in order to simplify the presentation process. I then revised some of my research
and searched through the University’s costume stock with Professor Lisa Martin-Stuart,
in order to see if we had anything that would work for these particular characters. This is
what we came up with.
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1.3 DESIGN PROCESS: CHARACTER CONCEPTS
MANUS, AS PORTRAYED BY BENJAMIN ROBERTS

Figure 1.7 L'Angélus by Jean-François Millet
My initial interpretation of Manus was that he is an honest, serious, hardworking
young man whose life has been shaped by the difficulties he’s overcome (including living
with a limp, and dealing with poverty). Since he doesn’t make any money, he’s most
likely been wearing the same clothing for years. Therefore, his costume was to consist of
distressed, primarily functional clothing in drab, muted colors that were suitable for a
rural lifestyle.
From our costume storage, I pulled a few linen shirts, a pair of striped brown
pants, and a muted plaid waistcoat for Manus. For shoes, I selected a distressed pair of
black oxfords that would fit the actor’s shoe size. He also required a coat, which he is to
throw on in the last scene when he runs away. For this, I found a brown corduroy frock
coat, which I then lightly painted over in an avocado shade to make it appear aged.
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Translations
__________
Manus
__________

Figure 1.8 Manus Costume Rendering

Figures 1.9 and 1.10 Production Images of Manus
12

SARAH, AS PORTRAYED BY NICOLE DIETZE

Figure 1.11 A Fisherman’s Daughter by Jules-Adolphe Breton
Sarah is a character whose research changed dramatically once I received input
from the director. Friel describes Sarah in a rather pitying manner, explaining that her
speech defect has left her community assuming she is dumb. She is also described as
possibly being of “…any age, from seventeen to thirty-five.” This description left me
visualizing an older woman who is misunderstood and possibly a little unkempt.
The director, however, saw Sarah differently. He described her as a saintly “gem”,
and wished to play her as younger, considering the ages of the students auditioning for
this role. While he didn’t know what the source of Sarah’s speech difficulties would be
(he said it would be something he and the actress may decide in the rehearsal process),
what is most important is that she’s not looked down upon by the community, but is
respected and adored.
This interpretation completely changed the way I saw Sarah. Instead of seeing an
eccentric older woman, Sarah became an angelic beacon of light- she is a beautiful young
woman who happens to have difficulty speaking, but can still effectively communicate
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through her mannerisms and facial expressions. I saw her as one of the better dressed
villagers- though she likely works on a farm during the day, she always makes sure her
clothing is clean and that she is presenting herself well. I pictured Sarah as wearing a lot
of clear colors- true shades of blue and green in a youthful, feminine silhouette.
Upon searching through our costume stock, I uncovered a blue and white plaid
cotton dress, which Professor Lisa Martin-Stuart and I determined could be converted
into a jumper. I felt that it made sense for Sarah to wear more white than the other
women- we included a white blouse, apron, and petticoat with eyelet trim as possibilities.
We also played with the idea of layering underskirts in complimentary shades to create
visual interest as the women moved onstage.

Translations
__________
Sarah
__________

Figure 1.12 Sarah Costume Rendering #1
14

Figures 1.13 and 1.14 Production Images of Sarah
Additionally, the text indicates that Sarah wears a green dress to the dance. Baile
Beag’s residents wouldn’t necessarily have had access to the most recent fashions. I
looked to the late Empire period (approximately 1820) for inspiration, and we built a
dress out of linen.

Translations
__________
Sarah
__________

Act II, Scene 2
_____________

Figure 1.15 Sarah Costume Rendering #2
15

While I was pleased with the final outcome of this dress, I hadn’t initially realized
the short amount of time it would appear onstage. If I were to go back and re-design this
production, I would have sourced a pre-existing dress for this particular scene.
JIMMY JACK, AS PORTRAYED BY DIMITRI WOODS

Figure 1.16 A Peasant by Sergei Vinogradov
Out of every character in Translations, Jimmy Jack struck me as the most
enigmatic. Friel describes his clothes as “…heavy top coat, hat mittens, which he wears
now- are filthy and he lives in them summer and winter, day and night.” This description
stood out to me- I felt that having him wear winter clothing would make the most sense,
as it would visually represent his eccentric nature and disregard for the outside world.
The director interpreted Jimmy Jack in the same way, though he wished to portray
the character as younger. We decided upon a distressed linen shirt and textured brown
linen pants, as well as an oversized olive green frock coat, which I distressed further. We
discussed the possibility of adding a little “flair” to his overcoat, which ended up being a
few metallic brooches believed by Jimmy Jack to have been gifts from the Greek
goddesses he is infatuated with.
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Translations
________
Jimmy Jack
__________

Figure 1.17 Jimmy Jack Costume Rendering

Figures 1.18 and 1.19 Production Images of Jimmy Jack
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MAIRE, AS PORTRAYED BY GRACE ANN ROBERTS

Figure 1.20 Illustration of Irish Girl carrying turf
I initially saw Maire as observant, curious, passionate, and innately intelligent, to
the point where her dreams sometimes interfere with short-term obligations. She has a
desire to connect with those around her, and she cares deeply and emotionally about
anyone that grows close to her. Furthermore, there’s a sense of unrest in Maire- she is
never satisfied, and is always seeking out the best possible situation for herself. This is
seen in her persistent desire to learn English. Based on these strong personality traits, I
saw Maire as having a very practical, utilitarian appearance that is dictated by her work
on her family’s farm.
Inspired by the above image (Figure 1.20), I pictured this character wearing olive
green, and sourced an olive green cotton dress from our costume stock that worked
perfectly. We layered petticoats in gold and sienna tones underneath, and paired the dress
with a short plaid waistcoat in brown and green tones. We ended up making minor
changes to this look during tech- Maire’s appearance was not visually drawing in the
audience, so we ended up replacing some of her buttons with metallic buttons, and gave
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her dress and waistcoat a few pieces of contrasting lace. This helped Maire reflect just
enough light so that her appearance was as captivating as the actor’s portrayal.

Translations
__________
Maire
__________

Figure 1.21 Maire Costume Rendering #1

Figure 1.22 Production Image of Maire
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For the dance scene, the director wished for Maire to wear her nicest dress,
aiming to appear powerful and aristocratic but falling short. I wanted Maire’s dress to
reflect the moment’s passion, so I designed an empire-style gown in a rich shade of brick
red (which appeared to have berry tones under the scene’s lighting) that we built out of
linen. We kept the gown fairly simple by not giving the skirt too much volume. The only
accents included were a thin belt at the waistline and a little bit of peach lace at the neckanything more elaborate would have been a distraction from this particular scene.

Translations
__________
Maire
__________

Act II, Scene 2
_____________

Figure 1.23 Maire Costume Rendering #2
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Figure 1.24 Production Image of Maire in Act II, scene 2
DOALTY, AS PORTRAYED BY WES WILLIAMS

Figure 1.25 A peasant mowing by Charles Émile Jacque
A character I initially saw as being very practical, Doalty turned out to be the
play’s comic relief. Doalty is portrayed in the script as strong, genuine, and hardworking
young man who is very much a cultural reflection of Baile Beag. He’s notable for his
lively, exaggerated stories and ongoing flirtation with Bridget. Through a constant stream
of inappropriate jokes and an inability to pay attention in school, it’s clear that Doalty is
the hedge school’s resident class clown.
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Though my initial goal for Doalty’s costume was to physically reflect that he does
manual labor for a living (through utilitarian, beat-up clothing), some unexpected
changes were made to this character’s costume that perfectly complemented the actor’s
portrayal. In order to bring a little color to his outfit, I found a red and white plaid shirt
that perfectly reflected Doalty’s vibrant nature without looking garish; this helped bring
his look into a similar color palette to Bridget’s. I also ended up dressing the actor in a
floppy brown wool hat. This worked particularly well because the actor found ways to
use it as a prop- he was constantly removing it, scrunching it up and throwing it back
onto his head haphazardly.

Translations
__________
Doalty
__________

Figure 1.26 Doalty Costume Rendering
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Figure 1.27 Production Image of Doalty
BRIDGET, AS PORTRAYED BY RACHEL KUHNLE

Figure 1.28 Orphan Girl at the Cemetery by Eugène Delacroix
Bridget struck me as a character that is easily distracted by and amused by her
immediate surroundings; As a result, she is prone to gossip and can be rather superficial.
I felt that her costume needed to have a playful air while still fitting within the parameters
of what would have been appropriate for her setting and lifestyle.
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I felt that a rosy color story would be suitable for Bridget’s flirtatious nature.
Fortunately, we found a fantastic textured cotton skirt in our costume stock that was pink
with muted, rustic undertones. I layered this pink skirt over a wine-colored skirt that
poked out when the actress moved. Inspired by the photograph of Jeanie Wilson (Figure
1.6), and how the subject folded her outermost skirt up, I added a rigging system to the
bottom of Bridget’s pink skirt so that the actress could drape up the sides of her skirt
during the first act. This created a visually interesting detail that could easily be reversed
for the more somber moments in the show. In addition, I added an off-white peasant
blouse that showed a little more skin than Maire and Sarah’s looks, as well as a fitted
brown wool waistcoat with leather lacings.

Translations
__________
Bridget
__________

Figure 1.29 Bridget Costume Rendering
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Figures 1.30 and 1.31 Production Images of Bridget
HUGH, AS PORTRAYED BY CHRIS COOK

Figure 1.32 Mother and Son
I initially saw Hugh as a well-read leader and strict educator. The director wished
for him to appear austere and serious, so I searched for darker frock coats in shades such
as black, dark brown, plum and olive. We eventually found a black frock coat for him,
and gave him a camel waistcoat with a white shirt, red cravat and gray trousers. Unlike
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most other villagers, I felt that he, an authority figure, should appear more formal and
wear a cravat.
Additionally, I purchased a pair of gray suede chukka boots that blended in with
Hugh’s ensemble and didn’t require a great deal of distressing.
Throughout the rehearsal process, we ended up modifying Hugh’s look. I ended
up reshaping a bowler hat for the actor so that it better fit the time frame. Additionally,
Hugh’s entire outfit received a great deal of temporary distressing, as we wanted him to
appear well-dressed in items he’s had for a very long time.

Translations
__________
Hugh
__________

Figure 1.33 Hugh Costume Rendering
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Figure 1.34 Production Image of Hugh
OWEN, AS PORTRAYED BY MATTHEW CAVENDER

Figure 1.35 Portrait of Andre Benoit Barreau by Jean Auguste Dominique
Ingres
Owen is a Baile Beag native who has since moved to Dublin, so I wanted his
outfit to be more fashionable. His friends and family see him as extremely wealthy, but
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the director wished for Owen to maintain a blue-collar look, as it is possible that he could
be very well lying about the number of businesses he owns. Regardless, it was my main
goal for Owen to visually represent a cultural crossroads between Baile Beag’s farming
community and Britain’s wealthier population.
I chose to dress Owen in tones of eggplant, camel and burgundy, which placed
him at a visual crossroads between the stark, well-tailored British soldiers and the muted,
rustic Irish villagers. He was dressed in a mustard yellow waistcoat over an off-white
Townsend shirt and burgundy cravat. The actor also wore fitted eggplant trousers, and I
purchased a camel brown frock coat, a brown narrow-brimmed hat, and a pair of reddish
brown riding boots.

Translations
__________
Owen
__________

Figure 1.36 Owen Costume Rendering
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Figures 1.37 and 1.38 Production Images of Owen
CAPTAIN LANCEY, AS PORTRAYED BY PARK BUCKER

Figure 1.39 Robert Henry Mockler, 44th (Bengal) Native Infantry
As made evident by the text, Captain Lancey is portrayed as a serious-minded,
uptight civil servant. He has no warmth, and is not embraced by Baile Beag. It was my
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goal to make this clear in his uniform by using saturated, clear colors, shiny metallics and
large accents.
I had a particularly difficult time sourcing uniforms for Captain Lancey and
Lieutenant Yolland, especially since there were no wars happening in 1833. We managed
to rent from Anvil Arms, a company in North Carolina that builds reproductions of
historically accurate military uniforms. The bright, stark red of the stiff uniform jackets
ended up being a perfect contrast to the soft, antiquated world of Baile Beag. In addition,
Lancey wore a custom helmet with a white feather decoration on top, gray trousers and a
stark white sash. A pair of tall black boots finished his look.

Translations
__________
Captain
Lancey
__________

Figure 1.40 Captain Lancey Costume Rendering
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Figures 1.41 and 1.42 Production Images of Captain Lancey
LIEUTENANT YOLLAND, AS PORTRAYED BY JOSH JEFFERS

Figure 1.43 Captain Septimus Hen. Palairet of the Worcestershire Regiment
While Owen physically represents a balance between the stiffness of Britain and
the naturalistic beauty of Ireland, Yolland resists the constraints placed upon him by the
military, and wishes to assimilate into Irish culture. The director wanted this character to
gradually don garments like those worn by the Irish villagers.
For his initial entrance, I dressed this character in another uniform from Anvil
Arms. However, in contrast to Lancey’s meticulous appearance, Yolland doesn’t fully
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embrace his status as a Lieutenant- he takes off his uniform jacket in the first scene,
revealing a gray waistcoat underneath. He wears this outfit for the rest of Act I.

Translations
__________
Lt. Yolland
__________

Act I
_____________

Figure 1.44 Lieutenant Yolland Costume Rendering #1

Figure 1.45 (left) Production Image of Lieutenant Yolland in Act I,
Figure 1.46 (right) Production Image of Lieutenant Yolland in Act II, scene 1
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For the dance, Yolland changes into a pair of taupe dress pants, a slate blue
tailcoat, a brick red cravat, and brown oxford boots, and the same gray waistcoat as worn
before. I wished for Yolland and Maire to perfectly complement each other in this scene.

Translations
__________
Lt. Yolland
__________

Act I
_____________

Figure 1.47 Lieutenant Yolland Costume Rendering #2

Figure 1.48 Production Image of Lieutenant Yolland in Act II, scene 2
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1.4 CHALLENGES AND TROUBLESHOOTING
Working through the design process was an exciting, engaging learning
experience. Through pulling costumes, fitting actors, and addressing the concerns of the
production team and some staff in our department, I learned ways to adapt and tweak my
designs so that my vision was effectively communicated and not lost.
One concern that came up in the design process was in regards to Maire’s first
look- my rendering was based upon a green dress we had in our stock. When this
rendering was shown to the director, he was concerned that the skirt would have too
much volume, thus making Maire appear wealthy. Since taking apart this particular dress
would have been a lot of work, I sent the director a photograph of the actress wearing the
dress at her first fitting, in order to get an immediate response. The director felt that the
fullness of the actual dress itself was appropriate, so we did not have to make any
changes after all.

1.5 DESIGN EXPERIENCE
Since this production was the first fully realized production I designed at the
University of South Carolina, the entire process was a learning experience. Up until this
point, my entire knowledge of designing productions was from being self-taught, along
with watching other costume designers work in shops where I worked as a technician. In
every shop setting, I’ve paid attention to the way the costume designer approaches the
design process, makes decisions, and communicates with the director, actors and
production team.
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Before arriving at the University of South Carolina, my previous design
experiences were for children’s theatre and the occasional independent film. While I
sometimes created actor-scene charts, I mostly worked off of informal lists out of a
notebook. Through the guidance of my mentors, I was able to learn about the proper
paperwork required for each production (including actor-scene charts and pieces lists),
and the timeline in which this paperwork must be completed throughout the design
process. Understanding the function of this paperwork not only allows for clear
communication, but it tracks purchases and workflow, thus increasing the possibility for a
remount.
I also learned about the ways costume designers execute the design process far in
advance, in order to allow time to complete every required stage. I began the research
process for this production approximately 4 months before tech, but a larger, more
elaborate production would require more time.
This production has also taught me a great deal about communication during the
design process. Since our director was not always on campus, I was able to utilize digital
resources, including DropBox and e-mail.
It’s also always important to address the actors’ needs during the production
process. I worked to purchase items like shoes fairly quickly, so that the actors would be
comfortable performing in them. I always try to communicate in such a way that actors
feel at ease, and are confident with the design process. Hearing an actor state that their
costume helps them feel even more like their character brings me great satisfaction in my
work.
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1.6 COSTUME CRAFTS
In addition to designing costumes, I completed most craft-related notes; these
duties included dyeing fabric and distressing garments so they looked naturally aged. I
aimed to make any filth appear authentic and un-painterly. This process doesn’t always
involve adding layers of brown paint to garments, as one would expect; rather, I often
used slightly complimentary colors in order to mute pre-existing shades without making
them darker. For example, Manus’s frock coat in Act III was a rich chocolate brown
corduroy. In order to make the frock coat appear naturally aged and sun-bleached
(presuming he had owned it for many years), I gently dry brushed a lighter grayed
avocado shade to cancel out the coat’s red tones and to give the corduroy some
dimension.
As the designer, I used my own artistic eye to assess my work. However, as a
craft artisan for a larger theatre company, I would communicate my process with the
designer involved, and provide concise color samples for the designer to choose from.
Likewise, as a costume designer working with a craft artisan, I would aim to provide
clear research images, specific hues for dye projects, and degrees of completion requested
for a particular project.

1.7 OUTCOME
Working on Translations was a highly informative and educational experience. I
learn best through practice, and felt that Translations was an extremely useful way to
apply and utilize the practices I’ve observed on other productions. Furthermore, the
experience of designing this production has helped me to recognize concerns that may
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come up on future productions before they even occur. There is an infinite amount of
knowledge to be acquired regarding ways a designer can approach the design process
successfully, and I look forward to learning these techniques as I move through my
professional career.
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CHAPTER 2: BLITHE SPIRIT

Blithe Spirit
Written by Noël Coward
Performed at Drayton Hall Theatre at the University of South Carolina
November 13th-21st, 2015
Directed by Stan Brown
Lighting Design by Rachel Sheets
Scenic Design by Baxter Engle

The second production I designed was Noël Coward’s comedic farce Blithe Spirit.
I feel that this production was an appropriate choice for this calendar year, because the
amusingly absurd events in this play distract from the political hardships our society has
been dealing with as of late, which is a purpose Coward initially aimed for during the
play’s inception in 1941.

2.1 SYNOPSIS
Blithe Spirit begins in the home of Charles Condomine, a socialite and playwright
living in Kent, England in 1941. At the top of the show, Charles’s wife Ruth prepares for
a dinner party. She’s teaching their extremely nervous maid, Edith, how to assist them
without panicking. The Condomines have invited over Madame Arcati, a local psychic
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medium, so that Charles can study her séance techniques for a novel he’s writing, as well
as close friends Dr. George Bradman, and his wife, Violet. They discuss Charles’s
deceased wife from his first marriage, Elvira, and how she died relatively young seven
years prior. Charles discusses how Elvira’s emotional nature contrasts sharply with
Ruth’s level headed, logical approach to life.
The Bradmans arrive, and further gossip ensues. They believe this séance is not to
be taken seriously. Madame Arcati then joins them. Everyone engages in lighthearted
conversation, and leaves to have dinner in the dining room.
After dinner, the séance begins. Madame Arcati instructs the two couples to sit at
a table she’s set up, and much to Charles’s discomfort, she plays Irving Berlin’s
“Always”, on the gramophone. Madame Arcati informs them that a spirit wishes to speak
to Charles before entering a trance. The table begins rattling and eventually falls over.
When the room has calmed down, Charles turns on the lights. He sees the
knocked-over table and an unconscious Madame Arcati. Ruth and the Bradmans deem
the séance unsuccessful and question whether or not they should pick up the table.
Charles, however, hears a voice that tells him to “leave it where it is”. He engages in
conversation with this voice, realizes it belongs to Elvira, and is perplexed that no one
else can hear her. Charles insists that they wake up Madame Arcati, so the entire party
attempts to revive her. Upon waking, Madame Arcati is delighted and refreshed, hoping
that the séance has been satisfactory. Charles ushers Madame Arcati out, and Ruth laughs
about the séance with the Bradmans. Charles feels that Madame Arcati is completely
sincere, and pretends he was joking when questioned about the voice he heard earlier.
The Bradmans thank the Condomines and exit.
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Charles insists to Ruth that he truly heard Elvira’s voice, but she finds this
ridiculous. He finally sees the ghost of Elvira, who criticizes his mannerisms and taste in
books. Startled, Charles enters a defensive state. Ruth, confused, cannot hear or see
Elvira; she’s convinced that he’s either making up everything as a character study, or that
he’s losing touch with reality. Charles insists that Elvira’s in the room, and is perplexed
that Ruth cannot see her. His attempts at pointing out Elvira to Ruth are misinterpreted as
impassioned aggression. Confused, Ruth retires for the evening and encourages her
husband to do the same.
Charles continues to converse with Elvira, questioning how she arrived, and he
learns he can’t touch her. Though she’s equally confused by the situation, Elvira calms
him and brings him into a deep sleep.
The next morning, Ruth sits down for breakfast and reads the newspaper. Charles
joyously enters, insisting that everything’s fine. Ruth is concerned that her husband’s
strange behavior from the previous evening was due to an alcohol problem, but Charles
insists he’s not an alcoholic. He assumes his interactions with Elvira were all a
hallucination, and couple tries to figure out why he saw this vision.
Elvira suddenly reappears and criticizes Ruth’s decorations. Confused by her
husband’s strange responses, Ruth assumes he’s insulting her, because, to her knowledge,
there’s no one else present. Charles then persuades Elvira to act as a poltergeist and lift
various objects in the room. While this terrifies and enrages Ruth (much to Elvira’s
delight), she finally believes Elvira is present.
Ruth invites Madame Arcati over a few days later to discuss the possibility of
getting rid of Elvira. Delighted that she’s conjured up a spirit, Madame Arcati explains
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that she unfortunately can’t get rid of Elvira. Ruth insults Madame Arcati, causing her to
storm out. Ruth insists to her husband that she would like to get rid of Elvira, but Charles
says he enjoys having her around. Ruth then attempts to communicate with Elvira
through Charles’ dictation. Elvira states that she was brought back by her husband’s love
(this amuses Charles). Irritated by Elvira’s manipulation, Ruth exits. Charles then invites
Elvira to play some music. Elvira turns on the gramophone, and a perplexed Edith enters.
Elvira delightedly chases Edith and throws records at her head, giving her a concussion.
Dr. Bradman stops in a few days later with his wife to check up on Edith’s
concussion and Charles’s wrist injury (he’s had an Elvira-related accident). Ruth and
Mrs. Bradman discuss the perplexity of both Edith and Charles obtaining injuries on the
same day. Dr. Bradman explains to Ruth that Charles is recovering, but he’s displaying
strange behavior. He reports that Charles yelled a few responses to conversations that
weren’t happening, and upon his exit, instructs Ruth to keep a close eye on him.
Once again, Ruth expresses frustration over the ghost in their house, and is
convinced that Elvira’s plotting to kill Charles in order to ensnare him for eternity.
Charles is appalled by his wife’s suspicions, but Ruth is certain that Elvira has an ulterior
motive. Ruth exits to meet with the vicar, leaving Charles and Elvira alone.
After bickering about Ruth, Elvira is horrified to learn that Ruth has taken the car,
informing Charles that the car is now a death trap. Shortly after, Charles receives a
phone call informing him that Ruth has gotten into a car accident. He exits, and the ghost
of Ruth harasses Elvira.
A few days later, Charles is in mourning. Madame Arcati arrives with a plan to
get rid of both ghosts. Charles asks for privacy so that he can consolidate some issues
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with Elvira. They get into a heated argument, learning that neither was faithful to the
other when they were married. Elvira feels that returning was a mistake, and agrees to be
sent home. Madame Arcati then holds another séance, but instead of eliminating the
ghost of Elvira, she accidentally conjures up the ghost of Ruth.
A few hours later, both ghosts become restless. They gang up on Charles and
explain that he hasn’t shown enough gratitude to either of them. Madame Arcati realizes
there may be another person in the house with clairvoyant abilities. She observes a white
bandage in her crystal ball, and summons Edith, who has a large bandage across her
forehead. Realizing Edith can see both ghosts, Madame Arcati sends her into a state of
deep hypnosis, and successfully makes Elvira and Ruth disappear.
Confused, Edith finally wakes up and goes back to bed. Madame Arcati thanks
Charles for the entire experience, and warns him to leave his home. Charles then realizes
that his wives are still present in the house, despite no longer seeing them. He taunts the
ghosts, and they proceed to destroy the house.

2.2 RESEARCHING THE 1940S
The design process began in late August, 2015, by first meeting with our director
and my fellow designers. The director stated that he would like to keep the production
very true to the text. His main goal, costume-wise, was to differentiate the supernatural
world from the living characters. Thus, I immediately delved into researching clothing
styles from the early 1940s, in addition to styles from the mid-1930s, as we decided that
Elvira’s style of dress would be reminiscent of the time she died, which would have been
about 1934.
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Figure 2.1 Photograph of Ginger Rogers by Horst P. Horst
Through costume-related decisions, it was my goal to capture what an aristocratic
community would have looked like during World War II in England. I looked at
numerous photographs and print advertisements from the early 1940s, and came to the
conclusion that the majority of wealthy men and women would have been influenced by
the modern fashion from this period, but these styles would have been elevated by
incorporating lavish detail and extravagance that was largely absent in garments seen on
the working-class population.
Women’s garments were still structured, emphasizing a slim waist, but they
included intricately shaped and detailed lapels and pocket flaps, as well as ornate buttons.
I also realized the importance of keeping every living character in saturated colors, in
order to distinguish them from Elvira, for the director and I realized quickly that it
wouldn’t make sense for our ghosts to appear in full gray body paint (as was done in the
1945 film adaptation of Blithe Spirit).
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Figure 2.2 Kay Hammond and Rex Harrison in the film adaptation of Blithe Spirit
During this time, men’s fashion was still focused around well-tailored suits with
large lapels. Since it was rare to have suits in a wide range of colors, I instead focused on
locating suits for our gentlemen that weren’t gray, opting to incorporate color through the
use of saturated silk ties.

Figure 2.3 Menswear from a Sears 1940 Catalog
In designing this production, I aimed to show Blithe Spirit’s summertime setting
in lightweight, vibrant garments, and wished to distinguish not only the living from the
deceased, but also differentiate between various class levels (i.e. high-class socialite
versus doctor, eccentric psychic medium versus maid). I sourced reference images for all
of these individuals, and determined what their incomes, lifestyles and societal statuses
required.
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2.3 DESIGNING THE NATURAL AND THE SUPERNATURAL: CHARACTER CONCEPTS
CHARLES CONDOMINE, AS PORTRAYED BY JOSH JEFFERS
The initial description of Charles, as given by Coward, is that he is a “nice
looking-man of about forty”. Charles’s dialogue includes many witty, quick retorts,
implying that he’s cultured, fashionable and, given the play’s events, rather high-strung.
The actor cast in this role already has a commanding stage presence due to his
very tall height. I also figured he was likely to incorporate some exaggerated reactions
and facial expressions into his portrayal; thus I felt that it would make the most sense if
Charles were dressed in the most fashionable menswear styles for the time, with no
deviation from what was considered ideal.

Figure 2.4 Man wearing Navy Double-Breasted Suit
Charles’s suits needed to be in traditionally masculine colors, and these suits
needed to fit the actor perfectly. Additionally, Charles needed ornate cuff links and
brightly colored ties to lend vibrancy to his suits, in addition to providing a visual
representation of his emotional state in any given scene. Since Blithe Spirit occurs over a
number of days, I felt it would make sense for Charles to wear multiple suits, to be
changed between available breaks in the script.
45

Based on the high-class status held by the Condomines, it made sense for Charles
to wear a tuxedo for the duration of the dinner party, complete with shiny cuff links and
angular patent-leather oxfords.

Charles Condomine Act I

Figure 2.5 Charles Condomine Act I Costume Rendering

Figure 2.6 Production Image of Ruth and Charles Condomine in Act I
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Immediately following the dinner party, there are a string of scenes where Charles
desperately tries to convince his wife Ruth that he’s not crazy. I wished for the actor to
wear a warmer suit in order to visually distance him from Elvira’s color scheme. In order
to keep him from looking too garish, I felt that a suit color in the brown family made the
most sense. We tried a number of suits on the actor and decided upon a light taupe suit
that fit him well. This suit was paired with a bright red tie during his and Ruth’s breakfast
argument, and a bright, royal blue tie when Charles is more comfortable with the idea of
having a ghost in his home.

@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Charles Condomine Act II

Figure 2.7 Charles Condomine Act II Costume Rendering
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Figure 2.8 Production Image of Charles and Elvira Condomine in Act II
For Act III, I decided upon a dark gray, pinstriped suit with two armbands to
show that he’s in mourning (one for each wife), and a primarily gray tie.

@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Charles Condomine Act III

Figure 2.9 Charles Condomine Act III Costume Rendering
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Figure 2.10 Production Image of Charles Condomine in Act III
RUTH CONDOMINE, AS PORTRAYED BY NICOLE DIETZE
Equally well read and witty as her husband, Ruth is described by Coward as being
a “smart-looking woman in the middle thirties.” Since Ruth uses a lot of sharp
consonants in her speech, and is more logical and less emotional than Elvira, I felt it
made sense for the majority of her wardrobe to be made up of sharply cut dress suits
featuring angular details. I envisioned Ruth being meticulously groomed, with an uptight
edge that reveals itself when she is forced to deal with Elvira’s presence, or what she
believes to be an annoying prank.

Figure 2.11 Print Advertisement for Lilli Ann of San Francisco
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At the top of the show, I wished for Ruth be the most striking character onstage.
While this was a casual dinner party, Ruth needed to be in full eveningwear. I designed a
bright red, floor-length, bias-cut gown with a chiffon layer draped over the bodice,
ending in a deep V neckline, and red chiffon sleeves, which we built in our costume shop.
I felt that a bright, warm-toned red gown would be suitable for her, as the color is a staple
of early ‘40s print advertisements, and would serve to emphasize her astute personality.
Additionally, a slim-fitting bias cut with detailing around the neck would help to elongate
this particular actor so that there was less of a perceived height disparity between her and
the actor portraying Charles. Furthermore, the inclusion of chiffon shows this character at
ease, especially when compared to the looks we’ll see her wear later.

@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Ruth Condomine Act I

Figure 2.12 Ruth Condomine Act I Costume Rendering
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Figure 2.13 Production Image of Ruth Condomine in Act I
During the following scene, Ruth and Charles get into a heated argument over
breakfast. Since Ruth is preparing to approach her husband regarding his perceived
alcohol problem, her outfit needed to reflect a desire to take charge.
Inspired by a hunter green suit from our costume stock that featured a scalloped
lapel, I sourced a sharkskin suit on Etsy in a beautiful shade of robin’s egg blue. This suit
featured appropriately sharp, angular pockets that protruded from the jacket. We replaced
the manufacturer’s buttons with a set of shiny silver ones to make the suit appear even
more expensive. Additionally, in order to simplify future costume changes, I selected a
pair of period-appropriate tan leather heels that went with Ruth’s subsequent “casual”
outfits. This look was a perfect fit, and this suit was particularly striking when paired
with the bobbed auburn wig that was worn by the performer.
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@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Ruth Condomine Act II, Scene 1

Figure 2.14 Ruth Condomine Act II, Scene 1 Costume Rendering

Figure 2.15 Production Image of Charles and Ruth Condomine in Act II, Scene 1
The following scene takes place a few days later, and Ruth has invited Madame
Arcati over to discuss the possibility of eliminating Elvira’s ghost from their home. I
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sourced another vintage suit for this scene- this suit is a shade of orange, featuring a
double-breasted lapel and an intricately pleated vent in the back of the skirt. We removed
a polka dot silk collar from the collar, as it matched the actor’s skin tone too closely
onstage, and added gold and pearl buttons to reflect light.

@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Ruth Condomine Act II, Scene 2

Figure 2.16 Ruth Condomine Act II, Scene 2 Costume Rendering

Figure 2.17 Production Image of Ruth Condomine in Act II, Scene 2
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Ruth next appears a few days later, when Charles is recovering from his sprained
arm and Edith is resting up after her concussion. Since scene is right before Ruth’s death,
I wanted her to wear a brightly colored dress in a style that could translate into her ghost
look (Ruth needed to dress identically in style to the outfit in this scene when she’s a
ghost).
I designed a structured, bright yellow cotton dress with a higher neckline, a ¾
length sleeve with slight fullness at the sleeve cap, and a pleated skirt with more volume
than Ruth’s previous suits. I felt this dress perfectly matched Ruth’s psychological
progression up to this point in the show, as it’s both more severe and feminine than her
previous looks. I found it striking, memorable, and a perfect reflection of this particular
scene’s austerity.
Since Ruth leaves during a rainstorm, I felt it made sense for her to wear a capelet
that coordinated with the dress. After researching styles from this period, we built a
hooded capelet in mustard yellow that featured gold lining and a shiny button closure.

@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Ruth Condomine Act II, Scene 3

Figure 2.18 Ruth Condomine Act II, Scene 3 Costume Rendering
54

Figures 2.19 and 2.20 Production Images of Ruth Condomine in Act II, Scene 3
When Ruth returns as a ghost, the director and I felt she needed to be wearing a
dress that was identifiably the same as her previous dress, but in the same fabric as
Elvira’s silver chiffon gown. This dress’s style was almost exactly the same, but we
imposed a sheer chiffon skirt over the satin that lifted away from the body and provided
some movement. Additionally, we duplicated the same capelet in translucent chiffon.

@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Ruth Condomine Act III

Figure 2.21 Ruth Condomine Act III Costume Rendering
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Figures 2.22 and 2.23 Production Images of Ruth Condomine in Act III
ELVIRA CONDOMINE, AS PORTRAYED BY CANDACE THOMAS

Figure 2.24 1930s Vionnet Bias-cut Gown
Elvira immediately struck me as a sly, clever, master of manipulation
masquerading as a hopeless romantic. While Ruth is reliable and straightforward, Elvira
is coy, seductive, and sensual, for she is motivated by emotions over logic.
By adhering to the idea of freezing a ghost as they were when they passed, this
would place Elvira’s appearance in the mid 1930s. I realized that lending Elvira a
glamorous 1930s silhouette, complete with a bias-cut gown and long “wing” pieces she
56

could wield around as props, would work perfectly towards giving her an ethereal,
romantic quality.
I felt that the dress bodice would look beautiful in a sunburst gather style, using
iridescent lavender chiffon over a silver satin. Since this actor is rather petite, my advisor
recommended keeping the gown sleeveless so she wouldn’t be engulfed in fabric, and we
made sure that the degree of detailing didn’t consume her. The body of the dress
remained fitted and flowed out in a trumpet-like shape just past the knee, and the bodice
was sprinkled with diamond-shaped silver sequins, which helped reflect light and
continue the iridescent effect of the glitter worn on the actor’s skin.

@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Elvira Condomine

Figure 2.25 Elvira Condomine Costume Rendering
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Figure 2.26 Production Image of Elvira Condomine
DR. GEORGE BRADMAN, AS PORTRAYED BY DEAUDREY OWENS
Dr. Bradman is a close friend of both Charles and Ruth. The director wished to
portray him as young, earnest, and self-made. He is also fashionable and wealthy, just not
as wealthy as Charles. Thus, it made sense for him to also wear a tuxedo during the Act I
dinner party.

@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Dr. George Bradman Act I

Figure 2.27 Dr. George Bradman Act I Costume Rendering
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Figure 2.28 Production Image of Dr. and Violet Bradman in Act I
Dr. Bradman returns on a business call in Act II, in order to check up on Charles
and Edith. In order to bring him some color and keep him away from gray tones, I chose
to dress him in blue, as this provided color without appearing garish. We found a blue
suit with dark pinstripes in our costume stock that fit the actor well. I paired a patterned
silk tie in tones of burgundy and blue with this suit.

@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Dr. George Bradman Act II

Figure 2.29 (left) Dr. George Bradman Act II Costume Rendering,
Figure 2.30 (right) Production Image of Dr. George Bradman in Act II
59

VIOLET BRADMAN, AS PORTRAYED BY ASHLEY GRAHAM
The wife of Dr. Bradman, Violet Bradman is another close friend of Charles and
Ruth. We felt that it was necessary to portray her as lighthearted, poised and similarly
fashionable as Ruth, though not as affluent. In order to fit Violet into the first act, our
costume shop built a cobalt blue gown that featured ruching on the sleeves, gathering on
the bodice into the neckline and a low keyhole opening in the back. I felt that this shade
of cobalt blue would help add back in some color that was taken away by placing the men
in all-black tuxedos, but it wouldn’t compete with the fiery, vibrant red of Ruth’s gown.
We added extra sparkle and focus in the form of light-reflective buttons along the bodice
front, as well as some jewelry and hair accessories in order to focus light onto the
performer.

Violet Bradman Act I

Figure 2.31 Violet Bradman Act I Costume Rendering
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Figure 2.32 Production Image of Violet Bradman in Act I
During Violet’s subsequent appearance, she’s in her “day dress”, which is a welltailored suit. I found a light blue vintage suit in our costume stock with beautiful detailing
patterned into the lapels and pockets that matched the actor’s cheery portrayal. Worn with
a coordinating hat, the softness of this blue was just enough to not detract attention from
Ruth’s yellow dress.

@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Violet Bradman Act II

Figure 2.33 (left) Violet Bradman Act II Costume Rendering,
Figure 2.34 (right) Production Image of Violet Bradman in Act II
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MADAME ARCATI, AS PORTRAYED BY MARYBETH GORMAN

Figure 2.35 Image of Coco Chanel
The design process for Madame Arcati was unlike any character I have ever
designed. Prior to our initial meetings, I studied outfits worn by well-known psychic
mediums in the early 20th century, focusing on Margery, Eileen Garrett and Jeane Dixon.
One of the exciting challenges of designing for Madame Arcati was exploring how
popular fashions from each time period interacted with the supernatural.
Coward’s words on Madame Arcati caught my eye- stage directions describe her
as “…a striking woman, dressed not too extravagantly but with a bias towards the
barbaric.” I felt that Madame Arcati was likely not one to follow current fashion too
closely- perhaps she was stuck a little bit in the past, and was not one to shy away from
eccentric style elements. I found inspiration for the character’s style in Art Nouveau and
the occult, with splashes of Romani influence. I pictured her in rich colors like burgundy,
chocolate brown, navy, and plum. Such colors complemented the warmth of this world
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but weren’t as stiff or attention-grabbing as the pure reds, yellows and greens used in
print advertisements of the time. I felt that these color choices would provide the actor an
opportunity to play up her character’s eccentric tendencies through gestural movement.
In our first meeting, the director expressed a desire for Madame Arcati to appear
as old as possible, and for her to be serious and militaristic- almost a direct result of
rigorous training through years at a British Girl’s School. While this idea was
unexpected, I was happy to work with his vision, and felt it was possible to marry his
militaristic matriarch with the romanticized, eccentric elements of my research. I
concluded that the character would likely wear two looks with her three entrances, and
would repeat her Act I look in Act III, to be utilized as her “séance look”.
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Figures 2.36 and 2.37 Original Madame Arcati Costume Renderings
After the initial presentation of these designs, the director and I realized that the
actor’s portrayal was quite different from our initial concept, as she performed with a
robust and captivating energy. With these changes in mind, I re-envisioned Madame
Arcati as a much younger woman with similarly militaristic style elements that didn’t
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hold her back from physically taking up the entire stage. Below are three new looks I
pulled for her:

Figure 2.38 Pulled Options for Madame Arcati
When I presented these ideas to both the director and actor, we came to the
conclusion that Madame Arcati’s appearance needed to be as loud as her physical
gestures, which led me back to my initial romantic, Romani-influenced concept. I felt it
would be appropriate for Madame Arcati to have three different outfits, and that instead
of repeating her Act I outfit in Act III, it would make more sense for her to re-use a shawl
instead. This shawl in particular is a lightweight burgundy and teal woven material with
metallic gold threads sprinkled throughout. With this shawl, I paired a sheer, flowing
burgundy blouse, two different full skirts (one sheer, patterned chiffon; the other a fuller
green skirt), a bright teal belt, a purple chiffon floral hair scarf, and numerous necklaces.
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@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Madame Arcati Act I

Figure 2.39 Madame Arcati Act I Costume Rendering
Professor Lisa Martin-Stuart suggested that this militaristic element could return
in the form of a heavy capelet and hat, which would expose all colorful elements through
a costume change upon the character’s initial entrance.

Figures 2.40 and 2.41 Madame Arcati in Act I, with (left) and without Capelet
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During Act II, I felt that Madame Arcati would likely be off-duty from running
séances, as her proclivity towards the occult surprises the Bradmans. Therefore, it made
sense for her to don a similarly floral dress in a more sensible style reminiscent of late
1930s fashion. I found a reproduction of a 1930s dress in our stock that’s covered with
olive, magenta, navy, and eggplant flowers. I added a magenta underskirt and wool hat
that features a partial brim, which I decorated with coordinating flowers. I also added
some of the same necklaces and bracelets with this look that the character also wore in
Act I.

Madame Arcati Act II

Figure 2.42 Madame Arcati Act II Costume Rendering
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Figure 2.43 Production Image of Madame Arcati in Act II
Madame Arcati returns to the Condomine home in Act III, this time fully prepared
for another séance. I felt it would be appropriate for her to return in an outfit similar in
composition to her Act I look, while re-styling her séance shawl as a waist sash. This
outfit included a different maroon blouse, along with a beaded floral skirt worn on top of
a mustard yellow skirt. I gave the actor another floral hair scarf to wear, and completed
her look with numerous necklaces and bracelets.

Madame Arcati Act III

Figure 2.44 Madame Arcati Act III Costume Rendering
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Figure 2.45 Production Image of Madame Arcati in Act III
Both the actor and director were quite pleased by these changes. By adjusting the
psychic medium’s appearance, I realized that providing the visual of that ‘eccentric’
character lent the production comedic elements through costume. This not only amplified
the actor’s already exciting performance, but it helped unleash an additional comic
element for the audience to enjoy.
EDITH, AS PORTRAYED BY LINDSEY SHEEHAN

Figure 2.46 Illustration of a Nervous Young Maid
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Edith, the Condomine’s maid, is meant to communicate through spastic, awkward
physical comedy. The director wished to portray Edith as a young, impressionable
woman thrown into a world where she doesn’t belong, and is thus terrified of making
mistakes. Despite Ruth’s efforts to dress her appropriately, there’s always something off
about Edith- she doesn’t fit into this aristocratic world at all. I felt it was important for
Edith to wear a few humble, sweet, ensembles, which allowed her the full range of
physical motion needed to scamper away in terror.
During the dinner party in Act I, I figured Edith was likely in her nicest uniformthis was a modest black dress, a white organza apron with frilly black trim, and a pleated
white organza hairpiece. We also wished for Edith to don a pair of round glasses, in order
to fit the cultural stereotype of the “nerdy/awkward” character. I also gave the actor a pair
of sturdy T-strap heels that she could comfortably run around in.

Figure 2.47 (left) Edith Act I Costume Rendering,
Figure 2.48 (right) Production Image of Edith in Act I
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For after the dinner party, my advisor and I felt it would be appropriate for Edith
to wear a slightly more casual look, and we wished to give her a bit of color. I found a
sheer, deep purple dotted swiss dress with white accents that fit the actor perfectly. Paired
with a black slip, a cotton white apron and a ruffled white cotton hairpiece, Edith’s Act II
look was complete.

Figure 2.49 Edith Act II Costume Rendering

Figure 2.50 Production Image of Edith and Elvira in Act II
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During Act III, Edith stumbles downstairs in the middle of the night in her
pajamas. In order to help Edith appear as out-of-place as possible, I dressed her in a soft,
shapeless, pink and blue floral nightgown. I added some blue ruffles to the upper yoke, in
order to bring in some color. I paired this with a pink terrycloth robe, and purchased some
bright turquoise slippers for the actor.
Since our director seemed fascinated by the idea of Edith wearing outlandish
slippers, I did some research on slippers from the period and concluded that it would
make the most sense for there to be giant blue bows on the slippers, as it wasn’t
fashionable for slippers to be a loud accessory until much later. I made these bows as
large as possible in order to not interfere with the performer’s mobility. Additionally, I
prepared a bandage to be wrapped around the actor’s head, as Edith experiences a
concussion in Act II, and Madame Arcati references this bandage during Act III.

@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@@
Edith Act III

Figure 2.51 Edith Act III Costume Rendering
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Figure 2.52 Production Image of Edith in Act III

2.4 GROWING AS A COMMUNICATOR
I feel that working on Blithe Spirit allowed me to grow significantly as a designer.
In addition to working alongside the production team, I worked extensively with
Professor Nic Ularu on costume illustration techniques. Learning additional rendering
styles and techniques from Professor Ularu gave me a larger set of tools I can use to
convey various styles and moods, thus allowing me to expand my range of work. Blithe
Spirit also required the costumes to clearly display a progression of events, particularly in
the case of Charles and Ruth. Productions that feature few characters but multiple
costume changes are fascinating, in that the costume renderings function as a storyboard.
I thought about the emotional state of each character- for example, how does he or she
feel at this point in the production, and what changes have occurred to the story up until
now?
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During my studies, I’ve learned to look at costume renderings as not only an
indication of the clothing that the characters are wearing, but as a psychological
indication of their physicality, personality and life experiences. Such things can be
determined through an individual’s gestures, facial expression, body composition, and
grooming habits. In a sense, costume design, character design and concept art overlap.
My interest is not only in the clothing itself, but also in the individuals wearing this
clothing, as well as in the decision process and external factors that lead to how and why
people choose to present themselves in such a way.
I’ve also learned a great deal about communication, particularly in assessing
concerns throughout the design process. Working on Blithe Spirit helped me to hone
communication techniques when presenting new information to my production team and
actors. I’ve realized the importance of speaking in an optimistic, assertive way,
particularly with regards to design changes, like those that occurred for Madame Arcati.
In addressing actor concerns, I considered information that may be confusing,
such as the sequencing of costume changes, and worked to communicate this information
in ways that made sense. For example, in addition to making dressing lists for every
actor, I made visual charts of the jewelry Madame Arcati was supposed to wear with each
outfit, which the actor found helpful. I’ve further realized how important it is to think of
the concerns an actor may have early on in the design process- this is a foresight which I
will hope to gain further as I progress through my career.
An example of this problem solving and use of foresight occurred relatively early
in the production process. While establishing the rules for what Elvira and Ruth looked
like as ghosts, the director and I quickly realized that gray body paint was not an option,
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contrary to what the script indicated. Not only would Ruth not have time to fully paint
herself gray, but the performers portraying Elvira and Ruth had completely different skin
tones. We needed to find something to make both women appear ethereal, and I
concluded that an iridescent glitter would work best to provide an otherworldly effect
while allowing both actors to maintain their respective skin tones. Our wig and makeup
designer also gave Ruth a bobbed wig in a washed out shade of strawberry blonde, which
appeared as a diluted version of her originally auburn hair.
I also learned a great deal from my mentors about how period-appropriate
garments can affect mobility. This was observed in regards to Ruth’s red gown, when we
realized that the gown’s bodice rose over the actor’s bust line when she extended her
arms up. This occurred in spite of the gown’s large underarm gussets, because this
particular gown was cut entirely on the bias and had long sleeves. Upon realizing this, the
actor intuitively modified her gestures to suit both the gown and her character.
While there were a few obstacles along the way, I am quite proud of our
production team’s work on Blithe Spirit. The opportunity to work on a largely built show
allowed me to further hone my communication skills with the technicians in our costume
shop. I’m impressed with the degree of nuanced communication we were able to
accomplish in this production through costume alone, as this production was an enjoyable
escape to the 1940s for the audience. I’m honored to have been a part of such a visually
stunning production, and hope to work on similar productions in the future.
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CHAPTER 3: SCAPIN

Scapin
Adapted from Molière
Written by Bill Irwin and Mark O’Donnell
Performed at Longstreet Theatre at the University of South Carolina
February 19-27, 2016
Directed by Louis Butelli
Lighting Design by Rachel Sheets
Scenic Design by Tamara Joksimovic

Bill Irwin and Mark O’Donnel’s Scapin is an adaptation of Molière’s Les
Fourberies des Scapin, which consists of many short stories revolving around a cunning
servant’s repeated comical attempts to mess with the people around him, with the end
goal of conning his master out of money. The original story is heavily influenced by
Commedia dell’Arte, and it utilizes many recognizable stock characters.
This newer adaptation incorporates the use of new vaudeville-style clowning,
postmodern pop culture references, and a large degree of self-awareness, for these
characters repeatedly break the fourth wall and exaggerate the stereotypes that apply to
each individual character.
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3.1 SYNOPSIS
The story begins with Octave, a young man, attempting to explain to Scapin and
his servant, Sylvestre, that he has fallen in love with and married a penniless young
woman from a respectable family. This foils his father’s plan for him to marry Geronte’s
foreign-born daughter. Octave desperately asks Scapin for help in confronting his father
about this situation.
Hyacinth is saddened by the news that Octave must marry another woman.
Octave assures Hyacinth that he loves her- not this mysterious woman. Hyacinth and
Octave try to persuade Scapin to help him; While Scapin initially refuses, he eventually
agrees to help. Scapin and Sylvestre attempt to train Octave to be tough and
confrontational, but they fail, as Octave runs away in terror upon hearing of his father,
Argante’s arrival.
Argante has learned of Octave’s marriage and threatens to punish Sylvestre for
allowing his son to marry. Scapin convinces Argante his son’s actions weren’t nearly as
bad as what Leander did, and he convinces him to not disinterit his son. Scapin then
manipulates Sylvestre into thinking he should become an actor. Nerine enters, announces
that she is looking for “Signor Pandolphe”, and then exits, while Scapin makes
objectifying comments about her.
Geronte has learned the news that Octave has married another girl. Argante tries
to reassure Geronte that this marriage is nothing to worry about, and he makes a passing
comment about “what Leander did”. Geronte then interrogates his son, Leander, who gets
nervous at the mention of Scapin. Geronte says they will discuss things later, but if he
learns that he’s been disgraced, he is going to disown his son.
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Leander is not happy to see his servant, and he begins brandishing a sword at him,
demanding Scapin to confess, or be stabbed. Scapin confesses to drinking all of
Leander’s wine, but Leander realizes that this isn’t an actual confession. Scapin then tells
Leander that he never made it to the gypsy camp to bring his beloved, Zerbinette, a
watch, but he instead kept the watch for himself. Leander then realizes that Scapin has
been covertly manipulating him so that he has ominous nightmares where Zerbinette is
being tortured.
Sylvestre enters, telling Leander that the gypsies are leaving town and they’re
taking Zerbinette with them. Both Octave and Leander need money from their fathers,
and they persuade Scapin to help them get this money.
In the next scene, Scapin runs into Argante and convinces him that the brother of
the girl Octave has married is threatening and intimidating, and he needs money to start a
business as a mercernary. Sylvestre pretends to be this brother, runs around, and
references famous movies. Argante is intimidated, and Scapin successfully cons him out
of some money.
Scapin applauds Sylvestre for his performance, and Geronte re-enters. Scapin
convinces his master that Leander has been coerced into getting onto a boat, and that he
will be sold into slavery unless Geronte gives him a large sum of money within two
hours. Geronte repeatedly asks Scapin, “Why did the boy get on the boat?” and Scapin
keeps trying to get his money. Geronte is tight-fisted, and tries to manipulate Scapin into
believing he already gave him the money, but Scapin knows better. Geronte then tries to
convince Scapin that slavery might not be so bad for Leander after all. They fight over
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the money, and Scapin eventually manages to take it from Geronte. Scapin then expresses
a desire to get vengeance upon Geronte, for “saying whatever it is he said about me”.
Scapin then meets up with Leander and Octave, and gives them the money he was
able to steal from their fathers. Nerine arrives, still looking for Signor Pandolphe. Scapin
gets excited and ushers in intermission.
At the top of Act II, Scapin is onstage with Hyacinth, Sylvestre and Zerbinette.
Hyacinth and Zerbinette comically discuss love and repeatedly address each other by the
wrong name. Zerbinette tells Scapin that she needs Leander to promise marriage and
faithfulness before committing to him. Scapin expresses a desire to get revenge on
Geronte.
Scapin then spots Geronte, and convinces him that various military groups are
attacking them. Scapin convinces his master to hide inside a giant bag, and he pretends to
be soldiers from various countries as an excuse to beat up the bag (while pretending the
soldiers are beating him). Sylvestre enters and intuitively pretends to be a German
soldier. A bag-hitting act begins, involving audience participation. Geronte finally
escapes the bag and realizes he’s been manipulated. The two servants run away.
Geronte then runs into Zerbinette, who, not realizing who Geronte is,
enthusiastically re-tells the story of how Scapin was able to con him out of his money.
Geronte angrily declares that he is going to hunt down Scapin, and he runs off. Sylvestre
then learns that Zerbinette accidentally blew their cover to Geronte.
Argante appears and accuses Sylvestre of manipulating both him and Geronte,
who is equally upset. Argante and Geronte then make a pact of vengeance, before
Geronte learns from a messenger that his daughter has presumably drowned at sea. He’s
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upset, until Nerine enters, and realizes it was all a lie, for Nerine is his servant, and
Geronte is actually known elsewhere as Signor Pandolphe. Nerine explains that Geronte’s
daughter has actually married a nice young man named Octave, the father of whom is
Argante. Both men realize their children married as intended after all.
The next scene opens with Scapin in the audience, posing as a patron of the
theatre in drag. Sylvestre walks in and informs Scapin that Argante and Geronte’s plan to
have their children marry has all worked out, in an unbelievable coincidence. Sylvestre
also tells Scapin that everyone is furious at him, and they run off.
Geronte is finally reunited with his daughter Hyacinth. Octave learns that
Hyacinth is, in fact, Geronte’s daughter. Hyacinth brings Zerbinette onstage and asks
Geronte to accept her into their family. Zerbinette apologizes for insulting Geronte, and
announces that she is of virtue (she is a virgin). Leander appears- he’s learned from the
gypsies that Zerbinette was born in this very town, and that she was wearing a bracelet
when she got kidnapped at age four. Argante recognizes the bracelet and realizes
Zerbinette is his long-lost daughter. Everyone rejoices and celebrates.
Sylvestre appears to announce that Scapin is on his deathbed; in reality, he’s
clearly faking his death in order to have the last word against Geronte. After a bit of
bickering, all is forgiven, provided that Scapin and Nerine marry. Nerine approves of
Scapin, and Scapin sprints off, angering Geronte and Argante.
What follows is an elaborate chase scene involving a number of comedic bits and
dance interludes that feature the entire cast, at the end of which Scapin appears in a new,
polished-looking suit and Sylvestre marries Scapin and Nerine. Everyone celebrates.
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3.2 CONCEPT: ESCAPE THROUGH CLOWNING
In November 2015, Louis Butelli contacted our production team, explaining that
he wanted to create a comedic diversion from the oppression of everyday life by
presenting a new-vaudeville “baggy pants-style clowning” that’s filtered through the
guise of an upbeat 1950s-style jazz club, complete with an artificial multi-leveled set and
a live jazz band. The director felt that, historically, comedy comes from inequality and a
fight for justice. In the case of Scapin and of many plays focused around stock characters,
comedy exposes the absurd way humankind’s primal instincts and desires can turn
anybody into a fool. Desires such as wealth, power, love and marriage can cause
individuals to act in unfathomable, surprising ways. Many comedic works, such as
Aristophanes’s Lysistrata and Shakespeare’s A Midsummer Night’s Dream, involve the
manipulation of main characters in order to incite otherwise absurd reactions and
surprising plot twists.
In dissecting the function of comedy, our director noticed similarities between the
origins of comedy and the blues. Blues-style music originated as a way for the AfricanAmerican community to make their voices heard and to help them process the oppression
they fought on a daily basis. The blues are primal, expressive, and focused on exposing
the inequality society has accepted as a standard way of living.
By revealing the similar origins of comedy and blues, our director decided to
marry Bill Irwin’s rich, spectacle-infused text with the energy and passion of an upbeat
jazz club. His goal was to simultaneously make the audience feel discomfort and joy, and
he wished to end the show in a giant dance party.
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Additionally, the director presented the design team with numerous videos of jazz
singles, dance-based performance, and clowning performances (including clips from Bill
Irwin’s one-man show). In subsequent meetings, I was encouraged me to listen to music
by Ray Charles for inspiration.

3.3 1950S JAZZ-INFLUENCED DESIGN- CHARACTER CONCEPTS

Figure 3.1 Little Richard
The design and research processes for Scapin were unlike any production I’ve
ever worked on before. After initial meetings, I attended callbacks for Scapin, where the
director immediately had actors dancing to the Charleston, into which they incorporated
comical movement-based exercises (such as having a rogue foot that insists upon
moving, despite the performer’s efforts to stay still). Additionally, the director had
musicians audition during this time as well; these artists created an atmosphere of upbeat
blues and jazz music for the actors to play off of.
My research process began through finding images of dancing couples in jazz and
rockabilly clubs. I looked at the ways performers such as Buster Keaton, Frank Sinatra,
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Carol Burnett, Robin Williams and Lucille Ball moved, and at the stories they were able
to tell through gestures and facial expressions.

Figure 3.2 Lucille Ball and Carol Burnett
I also studied musicians from the period, such as Ray Charles, Little Richard, and
Elvis. Additional inspiration came through contemporary sources as well, especially
through Fatboy Slim’s music video for “Weapon of Choice”, where the seemingly stoic
Christopher Walken finds joy when he begins dancing and flying through a hotel lobby.
I quickly realized, within this 1950s-inspired universe, that it was most important
for the clothing to aid the performers in their actions and to support the story and the
class differentiations. These costumes needed to facilitate the action onstage and not be a
distraction. In this case, shoes needed to be stabilized and have shock absorption, and
skirts needed to be secure and allow for a wide range of motion, which the performers
could exaggerate for comic effect. Furthermore, it was important for me to approach this
costume design as more of a dance production rather than as a drama, for I needed to
prepare structured, reliable garments for these actors that allowed them the range of
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motion they needed, as this show required them to dance heavily, climb staircases and
structures, and pop in and out of trap doors.
During meetings with the director, we came to the conclusion that there needed to
be a distinctive color and pattern scheme in which the servants existed. In the case of
Scapin, Sylvestre, Nerine, and the ensemble, we decided upon a primarily earthy, and
neutral color scheme, and that the majority of the servants needed to wear bowler hats in
order to allow for the possibility of new-vaudeville style hat tricks. For the most part,
(with the exception of Nerine) the servants ended up in a world of dominant browns and
grays with the occasional pop of citrus color, appearing in socks, neckties, and patches.
Furthermore, the two houses of Argante and Geronte required different color
schemes, as it was important for the audience to identify familial and character
relationships. Based on these relationships and the personality traits associated with each
house, I assigned a primarily blue/purple/pink color scheme to Argante’s house (the
gentler of the two houses), and a harsher, acidic green-based color scheme to Geronte’s
house (the more aggressive of the two houses).
SCAPIN, AS PORTRAYED BY DIMITRI WOODS

Figure 3.3 Gene Kelly and Fred Astaire in Ziegfeld Follies
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Scapin, the titular character of the show, is the servant of wealthy businessman
Geronte. He’s intellingent, cunning, and manipulative, and he finds a great amount of joy
in tricking the people around him for his own personal gain. I was particularly struck by
our publicity manager’s casual description of Scapin as “a different kind of Mac the
Knife” (in reference to this school year’s earlier production of The Threepenny Opera).
While there are significant differences between the New Vaudeville-style comedy of
Scapin and the Brechtian Epic Theatre, both Mac and Scapin are similarly sly con artists
placed into different universes.
In the case of Scapin, the only costume-related requirement indicated by the script
was that he wore ill-fitting trousers and had a ratty appearance. Due to the artificiality of
this particular production, I knew that his outfit wouldn’t necessarily be tattered, but
would be mismatched as if to give a tattered, eccentric feel. Additionally, the director and
I decided early on that Scapin needed to wear primarily neutral colors with pops of bright
colors, and that a lot of his prints would have a diamond motif, in reference to his
Commedia counterpart, Arlecchino.
I wanted Scapin to wear a nauseatingly ill-fitting, mismatched suit that ran a few
sizes too big. We already had a pair of cream and brown plaid pants in our stock, and I
purchased an oversized suit in a coordinating plaid to correspond. Scapin’s shirt was a
cream button-down with orange and brown polka dots, and the actor was given a tan
bowler hat to rehearse with (which he chose to wear during the show’s run).
Asymmetrical plaid patches in brighter colors were added to the pants, along with
contrasting burgundy suspenders, and the hems of jacket sleeves and pants were
shortened to a comical length, in order to allow Scapin’s primary-colored argyle socks to
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peek through. A red, orange and yellow plaid tie brought a pop of color and focus to an
otherwise neutral ensemble, indicating that he is the star of the show.

Scapin

Figure 3.4 Scapin Costume Rendering

Figure 3.5 Production Image of Scapin
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The script required Scapin to undergo a few costume changes. In Act II, Scapin
appears in drag as a patron of the theatre, in an outfit which the script describes as a “red
woman’s business suit”. Since one of our ensemble members needed to replicate this
look, I was able to source two identical red halter dresses that are similar in style to
Marilyn Monroe’s iconic white dress. In working with our wig designer, we decided that
the actor would don a contemporary-looking wig of waist-length twists. This would not
only match the hairstyle of the ensemble member who would serve as his double during
the chase scene, but it would also bring a playful, contemporary element to the
production.

Figure 3.6 Production Image of Scapin in Drag
Scapin’s third costume change occured at the end of the show, during the chase
scene. The script indicates that Scapin and Nerine run offstage, and that Nerine must
quickly tailor his existing suit so that it fits him perfectly. Upon realizing that the actor’s
specific suit combination would be difficult to replicate, I spoke with the director, who
felt that Scapin’s suit didn’t need to be an exact duplication of his earlier look. Rather,
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this final outfit could be anything, as long as “he is the best-looking person onstage.”
With this in mind, I dressed the actor in a bright, properly fitting canary-yellow suit that
coordinated with the same polka dot shirt and brightly colored tie that he was already
wearing. I added some metallic gold trim to the jacket and swapped out the suit’s yellow
buttons with shiny gold buttons in order to further elevate his appearance.

Figure 3.7 Production Image of Scapin in Yellow Suit
SYLVESTRE, AS PORTRAYED BY MATTHEW CAVENDER

Figure 3.8 1950s Mens Fashion
Sylvestre, the servant of Argante, is naïve, opportunistic and impressionable.
Sylvestre’s characterization was further influenced by this particular actor’s innately
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cheerful disposition. The director wished to emphasize that this servant is in the process
of learning to execute trickery, but he’s not nearly as skilled as Scapin. The director also
wished to cast a tall, thin actor in this role, so I felt it may be fun to play with this actor’s
height and place him in a suit that is meant for a shorter individual. I also felt the look of
knickerbockers might be comical, in order to lend the character a goofy, childish feel.
Color-wise, I wanted to place Sylvestre in a slate gray-based scheme, with
maroon, berry, teal and coral accents. I found a gray and white windowpane suit that was
a few sizes too big and too short. We added some patches in coordinating plaids to this
suit, shortened the sleeves and substantially shortened the pants, displaying a pair of navy
and berry red argyle golf socks. I dressed the actor in a light peach button-down shirt and
a coral, gold and teal striped tie, in order to further incorporate citrus colors.

Sylvestre

Figure 3.9 Sylvestre Costume Rendering
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Figure 3.10 Production Image of Sylvestre
I also needed to source a hat that could hold up through a great deal of
manipulation, as this actor excelled at numerous hat tricks. The actor ended up wearing a
black bowler hat that worked perfectly for his stunts- it fit him well, but was
proportionately a touch smaller than Scapin’s.
One of Sylvestre’s few costume changes involves a fake beard, which is used as a
prop in numerous scenes. Sylvestre wears this beard when he’s trying to be an “actor”
and attempts to manipulate Argante (the actor comically adopted a leprechaun voice for
this scene). We chose an artificial-looking bushy brown beard that is held onto the head
with an elastic band. This beard gets caught onto other actors and objects, and there were
a few comical moments where the beard got stuck on the actor’s head and peeked out of
his hat.
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Figure 3.11 Production Image of Sylvestre with Fake Beard
Sylvestre’s only other costume change occurred at the end of the show, requiring
the actor to quickly turn into a priest before flying down from the lighting grid to marry
Scapin and Nerine. This costume change not only required the actor to wear a harness
under his gray plaid pants for the duration of Act II, but the actor also threw a black
cassock robe on over his main outfit in a fast quick change, which we pulled from our
costume stock.

Figure 3.12 Production Image of Sylvestre flying, dressed as a Priest
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OCTAVE, AS PORTRAYED BY TRISTAN HESTER

Figure 3.13 Young Man from the 1950s
Octave, the son of Argante, is a young man who falls hopelessly in love with the
beautiful Hyacinth. This character’s speech has a highly dramatic, emotional element
reminiscent of Shakespeare’s Romeo. In researching the innamorati, the lovers from
Commedia dell’Arte, multiple sources described these characters as being very delicate,
imbalanced and light on their feet, as if to literally float away.
Based on this description, I felt that Octave’s physical appearance needed to
reflect his sensitive, delicate nature. This led me to the world of soft, pastel blues, pinks
and reds. For the silhouette, I looked to images of male university students from the
1950s and felt that it would make sense for Octave to have a preppy, squeaky-clean
appearance, based on his pure, idealistic traits and fear of disappointing his father.
Octave’s costume ended up consisting of a too-long striped blue and white jacket
and a light blue vest and pants, with hems that are cuffed far too short. A white button
down shirt, a blue and red windowpane tie, blue and red argyle socks and well-kept
brown oxfords completed the look.
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Octave

Figure 3.14 Octave Costume Rendering

Figure 3.15 Production Image of Octave
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HYACINTH, AS PORTRAYED BY CARIN BENDAS

Figure 3.16 Photograph of Jean Shrimpton by Richard Avedon
As the lover of Octave, Hyacinth is just as sensitive and frail as her husband,
spending most of the show in tears. The fact that Hyacinth is named after a flower clearly
gives away the delicate nature of her character. I immediately pictured Hyacinth
resembling a doll, which would make the character’s inevitable sexualization that much
funnier.
Upon knowing that Hyacinth’s costume would be built in our costume shop, I
ended up researching 1950s dresses, and decided upon a light periwinkle dress with a full
gored skirt that we ended a few inches above the knee, and added puff sleeves, as well as
a sweetheart neckline. I added a plaid purple trim to the bottom few inches of the hem in
order to connect Hyacinth’s dress with Octave’s socks and tie, and had the neck edge and
top of the purple trim outlined in frilly lace. The costume was finished with a pair of
purple pettipants and a matching petticoat (which peeked out from under the skirt hem),
low red T-strap heels, and bright pink and blue polka dot thigh-high stockings.
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Hyacinth

Figure 3.17 Hyacinth Costume Rendering

Figure 3.18 (left) Production Image of Hyacinth and Octave, Figure 3.19 (right)
Production Image of Hyacinth

94

Hyacinth’s hair and physical appearance were heavily influenced by the aesthetic
of the actress Brigitte Bardot. This character’s final appearance was reminiscent of the
contemporary Sweet Lolita style, which has been popularized through Japanese street
fashion. I based the character’s hairstyle off editorial images from the 1960s, one of
which featured a floral headband (Figure 3.16). Our wig designer styled an auburn wig
with a long fringe and braided pigtails, and we incorporated a floral headband into this
final look.
ARGANTE, AS PORTRAYED BY BENJAMIN ROBERTS

Figure 3.20 Men from the 1960s wearing cardigans
Argante, the father of Octave, is a character that is consistently manipulated by
numerous individuals who all attempt to steal his money. Though Sylvestre is terrified of
him, Argante is impressionable and easily tricked into believing he’s “nice”. Of the two
houses, Argante’s house struck me as the softer, less aggressive house.
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This led me towards a docile, non-theatening image for this character that was
heavily influenced by the look of preppy, suburban fathers from the 1950s. Mister Rogers
(from the children’s television series Mister Roger’s Neighborhood) was a large visual
influence, inspiring me to incorporate either a cardigan or sweater vest into the look. Like
his son, Octave, I dressed Argante primarily in a shade of blue, leaning towards purple.
In order to have the same degree of completion as the other characters’ looks, I
dressed Argante in a white button-down shirt, with a blue argyle sweater vest on top, and
a deep cornflower blue plaid suit and brown shoes. A brown bowler hat and silver bowtie
completed his outfit.

Argante

Figure 3.21 (left) Argante Costume Rendering,
Figure 3.22 (right) Production Image of Argante
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GERONTE, AS PORTRAYED BY MICHAEL CASTRO

Figure 3.23 Photograph of Montgomery Clift by Stanley Kubrick
The more aggressive father, Geronte is greedy, power-hungry and unabashedly
selfish, as there is a scene where he explains that he’d rather keep his son enslaved than
pay for his freedom. His Commedia dell’Arte counterpart is easily recognizable as il
Pantalone, the powerful patriarch.
I immediately saw this character as shrewd, cunning, and nearly as manipulative
as Scapin. Harsher than Argante, he deserved a more aggressive color scheme. Since we
couldn’t dress him in red due to the stage’s backdrop being a red velvet curtain, it made
sense for Geronte’s dominant color to be green, for green has been known to represent
jealousy and growth (I also realized after we opened that green plays further into his
money obsession). My initial concept was for this character to be a cutthroat, villianous
businessman, and the wealthiest character in this otherwise money-hungry world.
I wished to find a plaid or striped green suit for Geronte, and we ended up with an
olive-green and white striped jacket and darker olive pants. Since the other characters had
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such saturated colors in their costumes, I decided to elevate this character further by
incorporating a grass-green button down shirt, complete with shiny gold cuff links and a
bright green, lemon yellow and eggplant purple striped tie. A pair of black dress shoes
complemented the actor’s dark hair, and the wig and makeup artist encouraged the actor
to grow a moustache. In short, the saturated feel and heavy contrast of Geronte’s color
scheme (on what would otherwise be a standard mid-20th century business suit) worked
perfectly to bring liveliness and vivacity to an otherwise unlikeable character.

Geronte
Figure 3.24 Geronte Costume Rendering
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Figure 3.25 Production Image of Geronte
LEANDER, AS PORTRAYED BY CONOR GALLAGHER

Figure 3.26 Photograph of Greaser riding a Motorcycle
The son of Geronte, Leander’s first appearance onstage involves him trying to kill
Scapin, as revenge for getting him into trouble. In contrast to Octave’s sensitive,
thoughtful nature, Leander is more reactive and impulsive. I felt it would make a lot of
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sense for Leander to have a rebellious streak, as a tyrannous, money-hungry father raised
him. Thus, Leander became the “bad boy” of this world.
In sticking with a similar color scheme to his father, both my advisor and I felt it
made sense for Leander’s ensemble to incorporate both the color green, and a
continuation of the vertical striping used in Geronte’s suit. This led me to purchase a light
green bowling-style shirt, which I added some brighter green striping to in order to keep
the actor from looking washed out. This shirt was tucked into a belted pair of blue jeans
with a comically large cuff at the hem that showcased a pair of black Dr. Marten boots.
Additionally, we located a plaid slate blue and olive bomber-style jacket in a local
menswear shop, which incorporated more pattern into the actor’s final look.

Leander

Figure 3.27 Leander Costume Rendering
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Figure 3.28 Production Image of Leander
ZERBINETTE, AS PORTRAYED BY JAMIE BOLLER

Figure 3.29 Las Vegas Showgirls
Zerbinette is Leander’s lover, and is described in the script as a “gypsy”. Initially
seen as blunt, confident, and overly sexualized, it’s eventually revealed that she is of pure
intent and a virgin. Both the director and I were initially concerned that a Romaniinfluenced character may not fit into this synthetic world, so the director challenged me
to find another way to make Zerbinette appear as an outsider. I proposed a saloon-style
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showgirl look, as it made sense for a traveling showgirl to be an outsider while also
fitting into the production’s vaguely 1950s aesthetic. Additionally, the decision to make
Zerbinette a showgirl allowed us to play up the production’s artificiality and selfawareness that this show is, in fact, a performance.
Playing off of Leander’s color scheme, I designed a short dress that was built in
our costume shop out of a shiny, saturated purple satin. This dress featured a sweetheart
neckline, straps and trim made from teal maribou boas, and a short, voluminous maribou
tail on the back of the dress. A pair of black fishnet tights, black Mary Jane heels, forest
green gauntlet gloves, and a coordinating ostrich feather headdress completed
Zerbinette’s look.

Zerbinette

Figure 3.30 Zerbinette Showgirl Costume Rendering

102

Figure 3.31 Production Image of Zerbinette in Showgirl Costume
The audience responded positively to this character, particularly when the actor
incorporated comedic elements into her performance by “accidentally” catching her
feather headdress in one of the trap doors onstage.
In addition to her showgirl look, my advisor challenged me to include a second
look for Zerbinette to change into, in order for her to better fit into the world onstage by
the end of the show. This dress would serve as Zerbinette’s “day”, or “casual” look, while
keeping with the dominant 1950s aesthetic (the showgirl look merely shows off her
profession and is a “work” look). We decided upon a fitted teal wiggle dress with black
polka dots and purple ruffled trim, which I sourced from a store specializing in
reproductions of vintage and rockabilly garments. This look was intentionally selected so
that Zerbinette could keep the same color scheme and remain identifiable.
In order to further this continuity and keep things simple, I arranged this look so
that the actor could keep her fishnets, heels, and gloves from before. Additionally, based
on concerns that this character’s look was too simple, our wig designer added a purple
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velvet hat, so that Zerbinette wouldn’t be the only female character without a hair
accessory.

Zerbinette

Figure 3.32 Zerbinette Teal Dress Costume Rendering

Figure 3.33 Production Image of Zerbinette in Teal Dress
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NERINE, AS PORTRAYED BY JORDAN YOUMANS
Nerine is the servant of Hyacinth and love interest of Scapin. She’s intelligent,
bold, outspoken and confident. This character needed a captivating and playful
appearance, while remaining identifiable as a servant. Therefore, I felt that she needed a
bit more color than the other servants.
During the research process, I came across an image of an avocado green dress
from the 1950s, with a square neckline, a built-in cream apron and a dirndl skirt. I fell in
love with this image for Nerine, and thought of ways in which the dress could be
amplified in order to visually tie her in with Scapin- where could pattern be placed in her
ensemble?

Figure 3.34 Green 1950s Dress
Since this dress was built in our costume shop, we were able to customize the fit
so that it flattered the actress, and we gave her the option of adding a cap sleeve to the
dress if she wished (she was comfortable with it being sleeveless).
In keeping with Scapin and Sylvestre’s citrus accents, I incorporated pops of
orange into Nerine’s look. I decided to add knee-high socks, in an orange and cream
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argyle. I found a cream cotton calico fabric that had a geometric chartreuse, turquoise and
creamsicle print, and felt this would be perfect for Nerine’s apron, as it brought pattern to
an otherwise solid look. This apron was offset with a pleated orange grosgrain trim, and I
purchased an orange skirt and pettipants for the actress to wear, in order for the actress to
playfully and flirtatiously mess with Scapin’s emotions.
I felt that it made sense for Nerine’s hairstyle to be lively, practical, and feminine.
I proposed a simple curled ponytail, and our wig designer worked with the actress by
adding a ponytail extension to her already existing hair. I also pulled an orange a cream
polka dot scarf from our costume stock, which was worn as a hair scarf.

Nerine

Figure 3.35 Nerine Costume Rendering

106

Figure 3.36 Production Image of Nerine
ENSEMBLE, AS PORTRAYED BY IMANI HANLEY, AMY MEW, AND ROSE MANCUSO
The outfits worn by the ensemble changed dramatically during the course of
production. The director wished for these characters to be seen as “Scapin and Sylvestre
in training”, and they needed to portray multiple roles, including gendarmes, porters and
showgirls. I initially pulled inspiration from the English Teddy Girl subculture of the
1950s, which featured tough young women donning a creative mash-up of masculine and
feminine styles.

Figure 3.37 A 1950s Girl Gang
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My initial concept was to have the ensemble wear baggy, cropped plaid trousers,
button down shirts, bowties, fitted vests, and printed socks in a primarily grayscale color
scheme, with the occasional pastel pop. The ensemble would also wear black bowlers,
which would be traded out with white officer caps as gendarmes, and newsboy caps as
porters. Additionally, these characters were to don black boas as showgirls.

Figures 3.38 Initial Ensemble Costume Renderings
We fit these looks, and everything went as planned. However, after our first dress
rehearsal, the director wished for these actors to don more traditionally feminine showgirl
looks. I quickly pulled some black petticoats, pettipants and fishnets to fit to the actors.
We liked these looks so much, that we decided to keep them for the rest of the show.
Since solid black skirts replaced the ensemble’s patterned trousers, my advisor
and I felt these characters appeared very muted. I immediately scheduled the ensemble
for a set of fittings the following day, and sourced high-contrast printed blouses for two
of the actors.
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These newer looks successfully brought back much-needed pattern. They featured
a crisp, dynamic combination of black and white printed blouses and socks, placing the
ensemble in a distinctive world of their own.

Ensemble

Figure 3.39 Final Ensemble Costume Renderings

Figure 3.40 Production Image of Ensemble
109

THE BAND, CONSISTING OF LOCHLAN ANGLE, FREDDIE POWERS, ANDREW SVENSON,
CURTIS SMOAK, AND SHILOH SEARS

Band

Figure 3.41 Musician Costume Rendering

Figure 3.42 Production Image of the Band
The director’s original concept for this production included a live band onstage.
He wished for these musicians to look shiny, flashy and well kept. I dressed the entire
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band in matching blue suits, with a shiny black satin shawl collar lapel. These performers
wore white tuxedo shirts, shiny black ties, black patent leather dress shoes, and black
bowler hats. Additionally, the band donned black Ray-Ban style sunglasses for a comedic
musical interlude where Scapin tries to convince Argante that Octave’s marriage to
Hyacinth is actually a good idea.
A surprise that came up during production was the addition of a female
keyboardist, who joined us one week before tech rehearsals. I quickly purchased an
identical blue suit for her, but these particular suits were boxy men’s suits that weren’t
designed to fit a curvy feminine shape. We did our best to create a little bit of shaping in
the waist, and our wig designer made a giant blue and black velvet bow for the
keyboardist to wear in her hair, instead of a black bowler hat.
While this musician was quite happy with her outfit, I wish I had more time to
source an option that better fit her. If I were to go back and design looks for female band
members, I would have either sourced or built a dress in the same blue and black fabrics
that were used in the suits.
JAZZ SINGER/ “GEORGIA”, AS PORTRAYED BY ROSE MANCUSO

Figure 3.43 Eartha Kitt
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The director’s initial intention was for the band to be led by a female singer, to be
portrayed by an ensemble member. We both wanted this singer to be extremely
glamorous, so I designed a gold fishtail gown for the character, which would stand out
against the red curtain the band was in front of.

Figure 3.44 Initial Jazz Singer Costume Rendering
After a week of rehearsals, the director approached me and explained that this
“Georgia” concept would no longer be happening because he wanted an opportunity for
all ensemble members to sing and share the spotlight. Instead, we decided that whichever
cast member was serving as the lead singer would don a simple boa for their song. At this
point, the costume shop manager and I quickly redistributed work, knowing that one of
our builds was no longer happening.
One week later, the director informed me that one of the ensemble cast members
was given a song at the top of Act II, and he wished for her to embody this glamorous
jazz singer. I explained to him that work had since been redistributed in our shop, but was
more than happy to dress the actor in a preexisting gown from our stock.
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After pulling various dresses from our costume stock and holding a fitting with
the actor, I decided upon a light-reflective teal and green brocade fishtail gown, which we
altered to fit the actor. I added some sparkly rhinestone jewelry, and our wig designer
placed the actor in a curly dark brown bobbed wig, complete with a sparkly fascinator
that complemented the gown.

Figure 3.45 Production Image of Jazz Singer

3.3 CHALLENGES AND FLEXIBILITY: ANOTHER STEP FORWARD IN MY PROFESSION
In the case of working on such a fast-paced show, challenges and last-minute
changes are inevitable. These changes occurred in the last-minute cutting (and reincorporation) of the Jazz Singer, the addition of band members throughout the rehearsal
process, and the last-minute change in the ensemble’s costumes. I was pleased with my
ability to move quickly and calmly towards our end goal. It’s incredibly important for the
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costume designer to remain calm and collected, as this builds confidence in the director
and cast.
I’ve noticed a lot of personal self-growth during this production. When working
in any new location, I tend to initially retreat into the background, in order to figure out
what the rules of communication are amongst the production team. As the only current
Costume Design MFA candidate, I’ve had no classmates in my exact situation, so it’s
been a challenge to figure out how our costume shop and department communicate.
While working on Scapin, however, I’ve been able to set my reserved nature aside and
have calmly asserted what I’ve needed to the cast and crew, aiming to help put them at
ease during stressful periods.
Additionally, working on this production has taught me a great deal about
preparedness. If I design a heavily movement-based production in the future, I will
consider purchasing duplicates of shoes for certain actors, because the extensive
choreography caused quite a few pairs of shoes to fall apart during this production (one
actor went through three pairs of shoes during the show’s run). I’ve also learned more
about style and detailing on certain types of shoes that suggest greater durability.
I’m extremely pleased with the way this production turned out. I feel that the
show’s concept was cohesive, and all designers were able to make decisions that made
perfect sense within the context of this world. Furthermore, the audience had an
extremely positive response to the show. I’ve learned a lot while working on Scapin, and
look forward to applying what I’ve learned here to future productions.
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CONCLUSION:
MOVING FORWARD
Working through the design process of these three productions has cemented the
realization that costume design is a field I am passionate about. The process of making
artistic decisions results from an intuitive understanding of how the human brain
responds to art and visual stimuli, and this skill is something I’ve been able to combine
with the formal education I’ve received from the University of South Carolina. This
program has further educated me on ways in which costume shops and theatre companies
organize their work. I’ve learned a great deal about communication protocol required in
this field and have applied this knowledge base to my internship, which I’ve spent
working as a Costume Design Assistant at the Pacific Conservatory Theatre in Santa
Maria, California.
I believe that these combined experiences have given me a well-rounded
education. After my time in this program, I feel as though I’m a stronger communicator,
and I possess the skills to take on a range of job titles within the costuming world, both as
a designer and technician. I continue to find the theatrical design and production process
exciting, challenging and rewarding, and feel that attending this program has helped me
affirm my decision to seek out a career in this field. In pursuing costume design, I’m able
to collaborate with teams of talented artists, performers, writers, technicians, with the end
goal of creating powerful, life-changing art. I’m thankful for the education I’ve received,
and look forward to opportunities where I can continue to learn and grow as a designer.
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