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Introduction

In order to describe the evolutionrmoly creative processreflect back orone of
my favorite assignments in my first year of graduate dcAd® assignment asked me to
select an imagef a period garment ahy choice translati into four different drawings
| focus my project omnensembldrom the KyotolnstituteCollection,a collection that
recognizes the evolfiomiheold toohe 260eentrg(kydts, p.f as hi o
101). | chosea Late Georgianed and white jackewith a beige coloredkirt, the edges
embroidered with flowersThe first three drawings | producgdidedme to creatéhree

different interpretations of theress.

The firstpart of theprojectaskedme tocreatea 2 dimensional reality into a
drawing andpainted sketchPainting he garmenallowedme to concentrate on the
details, trying to make my painted sketch resemblgitttere of the dresgFigure 11)

The secongbart of the project haohe selecting fashion plate from circa 1780

recreatd the fashion platehis time | painin the Kyoto dressnto the illustrated woman
(Figure 1.2) The thirdpart of the project resembléide second.nistead of fashim plate

| took on a painting by Thomas Gainsborough circa 1778ss project requireche to

learn the technique of the painter while still trying to create the dress (Figure 3). Th
fourth and lasinstallment of the project askéor me tocreate a deconstructed age of

the ensembldnstead of an interpretation from different images, this assignment asked

me D create something that connected to myself
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Confused as to how to do thisscramble to come up with ideas. lli¢ha pencil
tightly in my hand, lead hovering over mgper. | starat the barren white paper, my
mind blank.Nothing comes. | see my peen®ve abouthe room sketching and writing
as my pencil stilhovers above the blank canvas. In a fiagfravation, | snatchp the
paperand crumble it into my palm. Then, | mash the paper itighéball. The feeling
satisfies something inside me. | rip another sheet out of my binder and repeat the action. |
place the two together. | proceed with a third sheet, this one dogtaimodles and notes

from a previous class. | add it to the pile.

The crusked up paper becomes the study with the result insprirngea that took
form in my mind With eachaction of crumblingand adding thipaper changes the pile.
Suddenlytexture lings meaning to the spacehough the page contaiosished
scribbles, thegontainmy lines. A part of me joins the crumbled piece inpihe of

scraps.

An idea comesWhat if these doodles, these words, could create the dress?
couldconstruct the iragewith scraps of failed sketches, draftgpafperworkand
unrealized concepts creating the original silhouette through a collageroment
pushesne toexplore morgspending a weekend ripping old worksl thought useless
A flurry of layering rearangingof torn paperand paintingcauses me to stop and look at
the work. | find myself expressed in the chaos of the mashed pégigtse 1.9 |
obsene that this projectymbolizeghe release anhy new found creativity, and my
readiness to embraca anearthed part of m&/hile experiencing the assignment, the

concepts and ided@hat come to me fedike sparks of inspiration that burn through my



mind and spark down to my fingertipay body acting before my mirchn forma

realized solution.

During my timein graduate schoshyadvi sor i ntroduced me t
book Drawing on the Right Side of the Brain Edwar dés whowtoi ng t augh
understand these creative sparksaibyngthe Getzes nmodel to help articulate thetages
of creativily: first insight, saturation, indoation, illumination- the A-hal momentand
verification.Now, as a third year graduate student, | es@ these stages to plot owy

creative process step by step.

Thefirst stage of the modethefirst sight is thatmoment when ideas are spark
and start to formrThis pushes indthe second stagsaturation which in reference to the
creative process detailed abogame in the form of crushing paper intghti balls. Once
the balls begato shape into somethingmovedpastsaturationand intoincubation
Moving back and forth betweeaturationandincubationl eventually sawhe solution,
the akha, appear before enAfter thisillumination, | movedback into the energy of
saturationandincubationas | combinedny old works togethelhe canpletion of the
project directedne to the final stage of the processrification wherel determing that
| successfully reached my personal goals and succéedeshting theassigned

deconstration of this garment.

As | review my work over the past three years, | discavepbwer of the Getzels
model as isupports tharticulation of my creative proceddiscoverthatmy personal

creative procesgudes my private discipline and my collaboratierh directors and



designerstechnologists and actorBhrough investigations into my desigrocess, |
breakdown my worland reflect on how | go through each experiei@eh play |
encounter buildsponmy creative processf past productiongevealing my skills and

defining my mastery otostume design and technology.



Chapter One

| begin eactproduction | desigiby studying the playBreaking down the play
with research into the special world and character, | gather information that will help me
better understand what the playwright attempts to invoke in me and the audieatle
this process mpriviate discipline This preperation guidesy overall desigrof the play,
helping me answer questions and find solutiorthécactions of the characteasdhow
their world affects them. Withoutnmersing myself irthis first step] would be unable
to articulate theplay to the director and my fellow design tedafore coming tahe
University of Virginia, mypersonapreperation beforgoing into collaboraons with the
director and other designarsludedreading the playgatheringresearch, andreating
thesketches. Though thesemain the ultimate goals for every projdaialize how little

| undersbodof the playasan undergraduateompared to h@ | now fully analyze the
play.

As an undergraduate designer, | began by first reading thefecmi¢asure.
Reading the plagpumerous timeallowedme togather new informatiorach timel
monitored my reactionto the storygatheringseeds from whickdeas andledsions
would grow. Once | completkthe story | asked question®f my ownemotional
response tahe piece. What was my reaction be tplay? What emotions did wake?

Why is this important?

With design meetings beginning a few days intofadl term, ny undergraduate

process would serve naes | prepared for my first UVA drama desigime Rimers of



Eldritch by Landford Wilson Figure 1.1)Before design classes began | jumped into the
world of a small ndwestern town of Eldritch anithetownspeople. The playwright tells
the story of a town locked @ trial seeking to discover who murdered the town drunk
Skelly. Thisstorytelling plays outhroughvignettesof thetownspeopleevealing their
relationships, attitudes, and intelligence. Wadchas an oldewoman fals for a young
strangeradisabled girl loses herselin herdaydreamsvhile her mothemournsthe

burden of caring for her disabled chilfe encounter a lonely boy who residaghe
shadowof his deadbrother, acoarsewvomanwho abuses hexging mother, teenager
strugding to discover their place in the worland @rentsdistanced frontheir children

and themselves.

Theplaywrighttells the story through scensganningrom fall to spring,delving
deeper into the world dible Belt America ad itstendencyfor violence and false
morality. By the end of the storyye leavewith a different impressn of the
townspeople than when we canmiénecommunity ofsuppot proves falseeveaing

callous gossip, compassionless raigisex hungry teensglfish women and silent men.

When [ first read the play, | feel a sense of emptiness. Thelioisitself on
Christianvalues and civic duty towards tlirefellow man. The members of the town
conceal the darkness in their heaed#jngtheir unhappiness seep out throwghd
words toward family members atite outcasts in the towhrecognize this townl
spentmost of my childhoodh thesmall townof Shirley, Arkansas. Isitsatop of a
mountainclose to the Buffalo Rivewith a population o200 people. | graduaddrom

Shirley High $hool with 32 other students. Tle&izens who live in the town have



nothing better to dbut gossipabout one anothelf.two peopledislike eachanother, the
conflict leechego friends ad neighborsnuch like the Hatfields and Mays The
pooter students in high school matke fitroudemakep list while the sudents with more

money tend to be arrogant and distruptive

| find myselfapartof Eldritch as | read through the play. Tdoenaio, the
charactersandthe world they create fetke a stolen memory. With that thought, | read
through the play for theecondime. | reflect on mycreativeprocessWith thefirst
insightof the Getzels model, the first reading connects tdégegming of understanding
the script The s@rk of the idea allows me to embrang emotionalresponse to the play.
It letsme to take a morstrategicapproachlin this readthrough llook for the concept of
the story. What is the main idea of the story? Wuats the athor want the audience to

understand and fealhen they walk away from this performarice

Eldritch epitomizes &roken communityf the mid 50snidwest. These
characters live under the pretense that the town and the peodeppdrt each ber.
Residng in a small town, they know theieighbos, their family, and all of the trials
they have beethrough. But knowing everything about thegple living next door will
not make a community. Thidack of unity andsupport creates thisreak The people of
Eldritch know eaclothers dirty secrets, but they do not know howdarefor each other
nor do they desire t@.heplay is set in the period of the late 60sthis decade, the
prospecbookiofc wtther cf a mithepedpledi Bldritdhsseef itorsharey e t

few family values. For example, Eva, thdisabledgirl, lives with her mother, Evelyn,



who contiruouslyasks God what she has done to receive such a burden as her daughter.

During a scene in act two, Eva breaks daereamingn thecourtroom

Insteadof consoling her daughteEvelynblames God befortne rest of the town.
fiSee her crippled body. See her broken back; why, why hasm@sided me with sucha
burden. | dondt ¢ ompnl WeBbess him. Weprse why ? We
h i mwWhy? | said, Why! | have therighto k n o w; | 6dohe amythipgelint i f
| 6 ve &Rimensepd3d).Abroken motherEvelyn proves irpreviousscenes tat she
sees her daughter as a punishment from God. We kamiliesshould support e
another, yet Evelyn resents her daughteme comes to her rescue or believes she wants

to be rescuedlhe townpeople suffocate one another, breeding negativity

Thetwo readthroughsand appliedhinking drive mydecisionghroughouthe
design procgsas | move on to the next phasighe Getzel modekaturation Thisleads
me to images of small community gatheriagsl broken families in the 1960som
there, | scramble to gather pictures that echo the dress of a small town. | focus on
photogrphsof family portaits, a conggation of a small town church, and pictures of
friends. | find myself drawn toigtures that deect old, weathered houses lost to nature,
openspaces that seem to lead to nowhere, and images that mgekse of entrapement

With these pbtos | sketch the world dldtrich (Figure 1.2)

Thoudh the overall design dfheRimers of Eldriclprovedsucessfyll think back
to my decisioAmaking process and wonder what the show would reflect if | were to

design it now and how | miglapproach itl look to my photographs of the show and see



differentsilouhettesand profiles, a sense of unity tied together by the lines of the
garments and the colors of the clothdswever, | believe a full analysis of the play
would have guided mto some of the same profiles of the characters, but would have
strengthen weaker oness my graduate studies grow, | learn how to really dive into the

script, breaking down the reading to help strength my design choices.

Followingmy design of LandfordVi | s ®he Rimers of Eldritcin the fall,|
plungeinto my first design class aralstricter privateliscipline in the spring semester
where my paper project desigmsipto create a new foundatiohisnew process
suppors thecultivation of my artt's eye, as well as broadeny creative spirit. Each
differentproject teaches me how to view details in the script that can shape the physical,
emotional, and psychological world that the playwright cagtungew theseprojects as
stepping stonegrior to desigring my nextrealized production. The unrealized projects
sharpen my private disciplinexposing me to a variety of playwrights, theatre styles, and
cultural periods. They sculghe way lunderstangblays, teaching me how to capture my
visionand connea@bg me with the cultural period and itkthing as | move me ideas out

into performance before an audience.

This first semester we learned that one of our most valuable tools oforatiai
would become the Hodgaalysis. Directoand profesor, Francis Hodge created this
detailed breakdownoftt e s cr i pt b a Boetdsfoodirectdrsdessghecstahde 6 s
actors alike Theseven parts includgiven circumstances, dialogue, dramatic action,

character, idea, tempos, and modgleakingdown each section helps with the



discussion of the play, yet each part builds onto one another. Some do not take shape

until answering the previous section

1.) Thegiven circumstanceguide me into the given facts of this special world,
asking me tdirst look into the environmeat factsof the play. llist the geographical
location, the date with the season and time of day. | include the ecompatitical,
socialand religious environmesbf the special worldl also record eactharacter's
previaus actions, helping me to create the back stoFieis supports the actions that the
characters exhibit during the pldyrom therel work to understand their individupblar
attitudes toward the speciglhysical, emotional, and psychologieabrld at he
beginning of the play and again at the end to discover who changes thevhmost

flownthe play.

2.) Thedialoguewhich relfects howthe characterthink, guides my examination inthé
speech of the characters. | takeloser look at the way the plaright articulates each
charactertiroughchoice of wordsphrases, sentence structures, images created by the

words,peculiar characteristis, sound of dialouge] te structure of lines and speeches

3.) Thedramatic acton addresses the conflict dfe play. | relyon the subtext odach
line helpme to better undstand the tacticsf the characterusedo obtain what they
want. Thetactics move the action forward, helping orelerstand the characidry
revealingtheir trueintentions.Dramactic atton exists in present tensas the characters

remainin a state of doing.



4.) Charactes revealthemselves through the course of their actions. They can be

summerized in specific actions After identifying the dramactic action afttheacter, |

takethe individual and breatownthe desiré¢ whathe/she truly wantd examinethe

power of t he amdhoaw mach strengtldteey waveltol achieve their desire. |

look at their morale stance which looks at the length they wilidi@ther they wilbreak

the I aw of church, state, or society. I fi
manifestation of the state of mind, while adgadjectives to help deribe themThe

nervosity ofeachcharacter apturegheir characteimood intensity caaloging the

physical state of the character at rest, as contrast to flight and fight response.

5.)Ideaexamines h e p | agvevallintgntionad the playby breaking down the
meaning of theitteandi dent i f yi n g philbsephipal segnentdiorgthet 6 s
character dialogueto discover parallel actions that reinforce those statemiftes.

sitting with detail information, | focus on the emotion gireductioninvokes through the
themes andentralconcepts | believe the playwright wishtesportray.l then develop

what | believe to be the overarching lesson of the play, the lesson the playwright wishes

the audience to learn from their experience of the performance.

6.&7)TempoandModc apt ure the designerdystheper sonal
tempo of the play articulates the temporal progression of the story telling. By using a

graph similar to an EKG. | map out the play unit by unit marking the inciting incident and
noting the rising and falling action of each unit to identify clintastenes and the

climax of the play. Mood invites me to create a response centered on my five senses of

sight, sound, smell, touch, and taste followed by a mood image for each of the units as



connected to tempo. These two combine to create a persspahse to the play as a

whole.

After being introduced to the Hodgealysis and all of its part, | take an
abbreviated veion of the analysis (Figure 1,3nd try the technique dhe Amercan
cl assi c TennAStreetcar NaHed Desjrauniisstéspring projectlUsing
this new tool to break dowh StreetcaNamed Desirgl find my strongest inspirations
come from the records of my Hodgnalysis(Figure 1.4. The play begins by
introducingStella and Stanlewho live happily inNew Orleansthe joyous homef jazz
and all things colorfulThe next momenter sister, Blanchesrives on the streetcar
named [@sire having come to visit or truthfully to stay, bringing her trunk filled with her
lonely past and hdreart filled with longing BlandheimmediatelysetsStanleyon edge
igniting a dangerous relationship betweént e ltwo aldsest relationships, her husband
and her sister.Bnch&® s v e r y caysesénsian withtbeir marriage Stanley
becomingratewi t h B laparemjudgmirgof him and her flirtatious attitude
towards his friend Mith. He overheamBlancheconfesghat $ie lostthe family fortune,

which stokegheflames of his anger

Looking backatthis process, | acknowledge the challenge it was to switch from
my undergaduate discipline to my graduate discipline. Howel&nd the projectaught
mehow tolook forthe subtextn ascript which in turn helps me create a better
understandi ng of t 8SetingwitreA\stireetcagNamedl Desiseb t ent i o
my expectatiors as acandidate for thenaster ottostumedesign showing me the work |

must put into each production | design.



Streetcartakes placén a hotNew Orleansummer irthe late 1940sThe main
actions take placem andarau nd St el | a snaliapartngentehich happent®
be in a poorer neighborhood. People call New Orleans a melting pot, because the
streetcar networks give the inner city a way to get to the upper city, a way to move easily
in and out of the cityJazz was born there, creditieom the combination of different
cultures and music found in the citfyomen became more independent from the image

of the housewife because of WWII.

Williams uses previous actido recount Bla ¢ h e 6 the Ipsa of er young
husbandher moneyandproperty, her teaching positi@amdsocial standingand her
reputation once she beggiving sexual favor$o young soldiers from her resident hotel
At the beginning of the plagtella believes in taking care of the people she loves,
namely Blanche an8tanley. By the end of the play, she chooses to stand by Stanley,
unable tdbelieve what he did to heister.Blanche changes the most in the plag she
struggles with her concept of reality and make believe. At the top of the plagpbars
to knowthe difference between liesahda nt as i e s . athatkisheconpletalyn | ey 6 s

surrenderserself into her fantasies, unable to stand the world anymore.

Thed al ogue reveals Blancheds desire to s
southern drawl andsing southern phrases while Stella dsaaway from the slow
southern talkAs an English teacher, Blanche uses rich words and proper grammar, while
Stanley words show that he has less education than his-gistaw. Blanche can also
enthrall people wit the way she uses images in her speech. She blurs the lines of her

reality and her fantasy, ensnaring Mitch while leaving Stanley suspicious.
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Bl anche forces most of the action in th
apartment and creating theirg tension that play builds itself upon. Throughout the play
Blanche demonstrates her mastery of tactics. She performs, flirts, seduces, and teases all
in an attempt to achieve the companionship she desires. At the same time she lies,
deceives, hides, drtriticizes to keep her past secret. She wears hek trfioutdated
clothes taretain the image of a perfect ladpnstantly washeser blande hair to keep it
fashionable andheishesher belongs as precious remnaottder illusive pastShe
evokesthe image ofa fragile, delicate yet pitiful womatanley sffers the most from
herliving in his presencéor shechallengshis intelligence, his heritage, and his power
as a marand husband. In achieving his desire for control he confronts, instigates,
threatens, challenges, berates, insults in geinfar as tphysicallyassauland rape
Blancheto have ultimate control over héte wearssturdy, functionaork clothes
slickedbackblack hair angleeves rolled to display hisusculatannedskin. 1see
images of a powerful man, wdluilt, handsome and loud. Stella, caught in the middle of
the two forcesomforts entertans, chides and appeas&dellad desirefor affection
leads her to be whatever either of them expect her.{Steka has strager moralsthan
the other twaand ironically a deeper sense of self. She keeps her hair simple and her
fashion serviceable and appropriate for her youth and happy demeanor. A woman with
kind brown eyes, a nice smilend a young face transforms to gef-assured,

responsible mother of her child by the close of the play.

The title,A Streetcar Named Desinefers to streetcautside the front door of

the apartment. This streetcar and its destination, Elysedsricapture the true bookends



11

of life and death selected by Williams to frame the play. Desire brings Blanche to this

place and will leado her afterlife inElysian Fields The title incorporates desire to point

to Blanche, symbolizing her desires and what desires she brings out in the othe

charactersBl ancheds attit ud ecomesfnomhetfartaktieal lisegle c i a l
has made up for herself, but Stanlegnesents the truth, or realdfthe world. Stella

becomes caught in the clash of Blanche and Stanley, fighting to kesgif frmm falling

into the make believe. stdta,i nveh eonf SSttealnll ae yibgs
creates an imaginary world herself unable to believe her husband as the brute Blanche

proclaims he is.

A quote to back up this conceptcomesfm Bl alncdhendéth want r eal
want magic! Yes, yes, magic! | try to give that to people. | misrepresent things to them. |
dondt t e lshywhatltoeghttobeaittuth. Andlif thas sinful, then let mée
damned o r (Sireettagp. 145For me , tehtmlidga regolvémsound the idea
ofthe concept of aadtpeaanges ofdElding afake waldaround you
With that thought, | create yrbottom line of the playwhich states Donét | et youl

desires consume your regl

The all over tempo of the play reveals a fast rhythm, the tebsitofing as the
scenesprogresse adi ng t o St an Asfor meodIlsmep snmogpahd Bl anc he
spices, taste sweat, feel static shocks, see blurs of vibrant colors througlarsirioega
base drum with a lone saxophoii@ese together create a mood image of a lone

saxophone player covered in sweat as he plays in the smog of the city.
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With thein-depthanalysis of the ply assembled, | use my understanding of the
playto beginmy investigation into the design of theoduction For unrealized designk,
act as both thdirector anccostumedesigrer creating the overall vision of the pldy
create a single board full of images focusingtoBtreetcar Named Desitlat capture
my physical, emotional, and psychological nuetationot he p | a wérld. Thispec i al
includesimages of 1940s New Orleans, building structures, actual street@adsa
melting potof people.Theemotional and psychological energiyNew Orleangazz
greatly influence®f the worldof this play Jazzrosearound 1910, becomiragdance
crazeby thel1930s, then turneidto the complexhallengng style of music by the 1940s
with the tempo becoming faster ambreimprovisational The tempo and mood oféeh
play unfolds as an erotic jazz pigbe climaxb e i ng St a nBlaechiebPcturesa pe o f
and painting of jazz plagrs bringvivid, bright colors flasing from the special world
boar d. These theimesothefraalityWiséxlandaioleh@we pointing to

the illusions of the secrets and lies.

With over a hundred imagelscull options to the mostpecific imageselected to
complete the special world boad vivid, loud, and chaoticollage ofimages look back
at me.A black and whitesaceaming mouthin themiddle of a board filled with colopulls
focusasan internal anguiséd cry piercing throughrom theloud, brilliant, chaotic
world. This translatiorof Wi | | ismecresvwiorld prove beone of the clearest
expressions of my prope and strong foundation for all work yet to car(féigure 1.5.
Theseimages capturmy emotional response to the play while revaptime energies an

themesof the production | wish to creatéy greatesthallenge comes bringing these
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emotioral concepts into the development of the clothes for the chas.aties will
balance on my ability to allow thidothestocon c e al t h anasked Bythe dotheso
most of the time as the character/actor makesugh the actionntil the appropriate

momentsfor the character to reveal the inner chaos.

Capturing the trusilhouette of the time, 1930940, and the essence of each
character becomes my next focus. The challenge of creating the appnomiidéeas
directed by the analysis and speegiakld board, pushes me &ocumulateextensive
images of the clothes. | begaith primary source fashion anthologiesntaining images
of the high fashion of the period/hen presenting tmy professarsheadvises meo
search for images of dress omlrpeople rather than innovative designer fashion on
exquisite modelsThe key to designg clothes for charactemeans that wook atreal
peopleon the street, doing everyday activitiebegin agairwith photography of real
people by inding people @rticipatingin everyday activities parallel to these characters.
Although sisters, Stella and Blanche dress quite differently especially given their personal
histories in the previous action (Figure 1M8hat would Stanlewear bowling, given his
persondty (Figure 1.7)AWhat would make him stand out from Mitch and his poker
buddiesWhat activities influence what they wear in their first encounter? What would

they eacthave availale to wear to a movie together?

Moving away fromfashionbooks, | push toards black and white photographs,
discovering great pieces fboth female andhale characteri® morecasialand everyday
attire. Stanley and Mitch come to nmeore easily Stanley dresses for casual personal

comfort and freedom to express his innate @nand power which engulfs any spdme
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enters Mitch in comparisordresses more formg| reflectingthe expectation of society
and hi s mot.Afeeregpdoringvariodssketches,d decide to dreSsanley in
well-worn tight- fitted bluejeansand a tightly fittednaroonT-Shirt, the sleevelled
up to show off his arms to look more rugged while Iitth in slacks and a plaigreen
color polo shiri(Figure 1.8. Stelladresses for comfort and practicalliyt still appears
inherently sgy. She appears dressed to join the men at the bowlingialeeplouse with
Capripants, revealing a casual look tktill exposeghe shape dfier body. This look
proves to most clearlsucedl in capturing the madern young 1940somanthat Stella

hasbecomeShe reflects harvorld and allegiance t8tanley and his friend$igure 1.9.

Designing Blanche presents the greatest challenge because of her comflexity
all the characters her clothes need to provide opportunity to conceal and reveal that
internal scream of my special world translati@einghdd hostage by her pa®®janche
believes herself to be wearing thlegant clothes dhelovely, pure, perfect lady she
cherishes having been asd desperately wants b@again. She denies the nigabf their
old fashioned lines and textileslaving little to no money she wears only the clothes she
purchased when she taught English. Because of the qualitgswclothesand her
tender care for theto Stanleyshe appears to have money. The tewntually reveals
that she resideh a hotel, giving out sexual fawwto young soldierr money.

Research into the dress of the 1930s allows me to introduce the concept of time lag into
her choices. Here this means herdrobe reflects the period ime when she could
afford to purchase new clothes as well as her desire to hold onto mexygslzols of her

illusive pasti What does she car rsyoirn atskrs .t rivthikaz 0 aa
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articlesof clothing she woulanove from place to placnd treat with great ces®ed0 S h e
proceeds t@propose d@me whenBlanche did have the money to buy elegant fashions.
When the money ran out, Blanche took care of the nicest thivegewns to maintain her

imagefor herself

Taking that idea, | move my resrch chronologically backwardsistead of
photos from the 40s, | go thd late 30s, looking at higashion thenThe silhouette of
the skirtslightly different than the 40s cut still fiisnt o t he same wor |l d.
first costune, | look to traeling clothesrom the 30s, finding skirt, blouse and jacket
ensembleAccessories include hat, gloves, and small purseaimeutratone After
drawing thredlifferent varieties othis look, | ch@se the one | think best represents
Blanche.This sof and travelingsuit on Blancheext tothe snappy capris and blouse on
Stella in their first encounter Wimmediately clarify how different they have became

how far away from each other they have grd®igure 1.10.

Once Ifinish the sketches, | move determininghe colors and fabri Deciding
uponthese elements proves another challenge for mepditerrs | select not only have
to be plausible to the vision of the production, but the pattern detail androasdbe
shown accuratg in capturingthe charactertith and at the distance we determine in our
performance space, the UMRuUth Caplin theatre. Thesmnceps makes looking for
fabrics more perplexind-or thetime, | realize thats a designerrhustdecide on fabrics
by what fits the charcter instead of choosing swatches that appeal to me. Like every
decision | make in designing, these must be thoughandtlearly conneadback tothe

character analysis and the world of the pl&antingto portray thentense vibrant
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life of theplaythrough colorof theworld boardsl look for a vibrantcolors and/or

patterrs to createa production of striking, violent color

By the time | finish painting mgolor sketchesl notice that mycolor choices
havetaken on a lighter tonalityThe svatches reveal the color | want, bight layering
of paint and thailhouetted drew of the charactergive off a hieerfuldisposition
relentlessly capturing the energy of the first moment of the play rather than the whole of
the play. They appear almass if to capture a musical theatre comedy version of the plan

insteadof a dramatic play

That 6s when it hits me. TheseA fabrics a
StreetcalNamed Desirgbut the realized production | am designing siamsdously the
musical production of the 193@onderful Townl hadnever encountedthechallenge
of designingwo playsat the same tim@ne unrealized and the other fully realiz€deir
stories and characters being so different, the fear of one bleeding ovegrtaetar
crossed my mind. Buhey did bleed over, andy Streetcardesign sufferedor it.
Though my overall choices in clothssll work, the color schemand cheerful poses of
the sketchefail. My professor acknowledges the blending oftthie productonsand
encourageme to revisat least six of the color sketchtesincorporatehe exactcolor
and linel need to express these characters. | rewwlcolored sketchesvealinga
more realistic tonality, while still keeping with tihieh color schere | originally wanted

(Figure 1.1).
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In truth, | am thankful for the failuras itprovedavaluablelesson. As a desigr,
designing two or more plays at a time may be essential. designer must be able to
remain true to each visioRereading he play, eviewingtheanalysis, speciavorld
images andcharacteresearctpreserves the separatittmoughout that procesklearred
howto use my preperatioto betterarticulatethe desigrand recognize that the designs
required revisionl discoverhowto take a step back axastume designer and look at
my work througtthe eyes ba directorand the audienc®eflectingon this first
unrealizeddesign,it revealsthe importance and ultimate powermoy deep anigsis,

personal connection, andramitment to the playwright.

My three years of graduate cowspeovidesmewith manyunrealized projects
from which to learn the art of desigfhrough these projects | learned how to step into
thedifferent soul of each play and character. | leatmadto think of the project from
t he direct or 0anticipabeivhatta diecfor may ce iway adeed
appropriaten thedesign.These many things learned my first unrealized projeend
subsequent projects brought me to my most recent and fisalfmajectthe challenge
of Ber t oTheé Thi2epenyQpdradThis complexmusicaladvanceshe themes
and ideas of thplaywright and thepecificpoint of view of the character singinghe
lyrics clarify the plot by furthering the philosophicaldgpolitical ideas of the playwright.
Brecht,along with composer Kurt &ill, createdhe musicaby adapting and expanding
John Ga yplagTheoBeggaro@ra,setin 18 century englandBr et ¢ hd s

invokesthemes otommunsm, hoping to gain théavor of therising proletariat Brecht

pl ay
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believes in the working class, hoping they will gain power ovebthegeisie, leading

to a change gbowerin thepolitical systemcurrentlyrun by the ruling class.

In The Threepnny Operathe play beginsvith the theBalladeersinging ofthe
dark and disturbing acts of the lead charaktacheath, oMack-The-Knife a notorious
gargsterin Soho. The scene changes to the shop of Mr. Peachum a man who makes his
money by helping the beggamnsSoho become btetr beggar. @achum produces
disguisesfakeappendagesand signs to help thepeor people obtaimoremoney
which theythenbring to him.Basically, he pimps them out. Hewns all of the corners in

the town,andthe beggarsnly begwith his permission

Mr. Peachutbs daughter, P okiedpping fortthee npratiersyett h e
one night he discovers that polly jusarried the gangste¥ack-The-Knife behind his
back.Disgpprovingof the marriage, @&chumand hiswife declae the criminaltheir
mortal enemy and a threat to their business. They constplot & getMack arrested
and get their daughter, abdst employeeback.However the police chiefTiger Brown,
Mackb s best friengd HHiro mhe dtdmesalwinghihtad s
continue his life of crimePolly lets this information slip to her parentssulting in
Peachurd blackmailingof Tiger Brown whileMrs. Peachunenlists the help d1a ¢ k 6 s

ex lover the whore Ginmjenny

Ginny-Jennytells Mrs. Peachum she will sell owgriformer lover for ten
shillings. When Polly finds ouwivhatherparens have dongsheadvisedMackto go into

hiding andapologeesfor gettinghim into trouble. Predictably, lends up at

bo
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the whore houseith Ginny-Jennywho manages tdistract himby remniscng about

their past relationship. The cegind Mack and take him awaAt the jailhouseMack

pl eads to Ti g e tucyBanathermrie ®f hishraner ¢phets gnmoved

Lucy confrontshim about his marriage to Polly which Heries. When Pollyarrives at

the prison the two women quarrel ovitack who thenrejectsPolly, sending heaway
heartbrokenWith a few seductive words toucy, shebreals him out ofprison The
Peahums hear of higscape sMrs. Peachum refus&sinny-Jennyhermoney when she
comes to collecfTiger Brown arrivego arrestPeachum for allowing his beggars to roam
during the coronationf the queen. Hehreatens Brown with the possibilitiyat capturing
the beggars now wittorruptthe coronation and ruin tigrow n @eputation. Ginny

JennybetraysMack again, this time to the police themselves.

Mack-The-Knife finds himself back iprison this time with no escap@n his
way to the gallowshereflects on his past actioasd beggor mercy in his grand aria
As the rest of the characters reah gallows, a messenger confresn the queen,
granting the release dack As the crowd cheerBiger Brown releagshim. Mr. and
Mrs. Peachum break from the croauaddirectly address the audiencene two warrthe
audience that in reality, happsndings do not appeary way of messengers from the
gqgueenPoor peopleds | ives wusual | yorsebaakiomon st i ck

come and save them.

| r ead B reogizingtise thpnheafyinjustiosf societyand the
cooruption ofgovernmentBrecht uses the alienan affect, where he remindsd the

audience that we are watching a ptgyhaving tle characters constantly brethle
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fourth wall, by turning to the audience and singing their sofigpss musical accuses the
government obeing inthe pocket of the criminals, and the middle classbeing just as
corrupted as the prositiutes and criminalsedtpushes us to focus on the ideas the
characters expressmdnot their personalities or individuakcumstancesWe are not to
identify with the characters, but learn from them as personifyjugtioe and corruption

or not.

Theworld of the play centers ddoho during tha 9" century Researchingoho
at thiscentury | discover the town usko bea prosperoupart of Londoruntil the high
societymoved out and the brothelgamblingpalaces and theatres movadThe
previouslypolished neighborhood®w look old, weatered and burnt out, decaying
along with thepeoplewhotry to live in the shadowfthec u | t past Eed Bhee
conceptof decaymatch the moraland the image dlhe charactergpoor people who
have no hoice but to steal, begnd prostituté¢hemselvesThe cityoverflowswith
corruptian as reflected in decomposition of the eoviment, thesitizensthemselveand
their visual persona created by the clothing they weaaeatemy special worldaround
this concept, taking images of broken buildingddly shaped bodies, angped and
soiledclothing. I fill the worldboard withinspiratioral images ofex, viloence, and
greed.Theresultingchaotic world viewvisualizes the corrupt ideas thie play.This
world view capturesny bottom lineideaof the play: Society thrives dhecorruption of

human kindFigure 1.12.
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While presenting mydeaof the decomposing world of thigoduction | desribe
the characters living ithisworld as havinggrey moras, with no judgement of good or
evil. When | envisionThe Threepnny Operal see ammoral souls, people who have no
real cancept of good thus cannot imagine good or evil or act in any way good .or evil
Brecht tries to show the audience a world where black and white does not exist and that

every human soul shrals itself in shades of gray.

As my professor andwork through tle characters, | refer to images of the
clothing and silhouettedsom the 1890sBefore | speak further, she suggdsitepback
from the period antbok back at my concepin the pastone of mychallengexomes
whenconnecting my passions tife produdbn to the clothing. | getaught in
articulating thenitial period of the piece, rather thatiowing my concept and passion to
drive my choice of period.doking back at my inspiri&n boardcorruption and decay
dominate communicating not time or pergtgle but rathethe decay condition of the
world throughlayers of texture and discolored mismatched itdRedlecting bak on the
special world, | reviewny research oSoha Thewealthysocety left for richer
neighborhoods. What if these people, peeple Brecht loathes, cabeir less
fashionable garments asidé/mat if thethe prositutes, theives, and beggars found pieces
of them, addig them to theicollectior? Maybethey actually wear theggecesor use
these high end fabrics to mend their viieaéd clothedJsing this concept, | push
forwardto a less complicated silhouette of the earl§f @ntury which allows me play

with cast off garments from the turn of the centRrgure 1.13.
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| decide tatest this concept oone haracter tsee if Icanunitethe clothes and the
special worldn this concept of corruptiowith decayedextures and dismantled clothes
| begin with GinnyJenny a character who works as the head efitthorehouse-er
wardrobe relfects harccupation and statusimagine helin undergarments throughout
with hercorsetdecorated imich, vibrant fabric Patcheshidethe wear and teaf yeas as
a prostitute yet reflectser status and power over the other whares anly pair of
stockingsaccumulateéears, barg being held up my her garters. Over berset she
wears an olgilk kimono, theluxuriousfabric littered with rips and holes frogigardtes
grabby hands, arstumbling feet(Figure 1.14. When | finishsketchingGinny-Jenny |
see myconcept of thelothesand theplay coming togetherimmediately the truth of the
imagesfrom my inspiration board contlrough inthe clothesreating the world |

envision

I launchinto sketchingall the characterswith this consistentision beginning
with thenumbe one criminalof Sohoandprotagonist of the plapack-The-Knife. As
the leader of a gang, | first invision him in a three piece suit, but as | read the play further,
the man symbolizes a grotesque typ&etédomthat could free him to dress however he
likes while his personal powspeaks of his statulde revels in his place in society,
embracing th@assumption thate is not rich. | evision him carelessly dishevelled,
purposly appearing as if he cared nothng for appear&eceg one of his greatelgs.
One of Pol | yMaskcanesfrom hid uncleaned state, as she cadtifind
herself attracted to a mavith a starkwhite shirt and a pressed colldhe fewer ayers

show the power ihislean body, while also degting his ungentlemanligehavior By
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the end of the musicaljack wears only a shirt and his pantsimanizng him in what he

believeswill be his last minutes of life

Mack-The-Knife and PollyPeachunwedin the beginning of the musical.
Through the theme of decay, the ttwses symbolize the impurity of the marriage.
Mackd wedding coashows tears and mud stainkile the silhouette oP o | weddirg
dresscomes from decas earlier than my setting datdnelskirtand bodiceevealsmuck
and grime on what should be a pires white gownA ceremonythat usually sparks love
andnew beginnings instead exposks lak of these ideasviack only marries Polly to

haveher.The clothes mean nothing to hiffigure 1.15.

Beingthe wealthiest characters in the plRglly and tle Peachumwear higler
fashionclothingthan anyone else in the play witteir sihouetteghe closest to the
actual style othe early 1900s. The peachums symbolize thugli® class that Echt
preaches against. This family constantly deals with begaadsthey do live in the same
low-rentneighborhood as their clients. Yet, they must identify with a higher status to
maintain their paer and control over them. TheRrc humdés t ake car e
appropriate, the opposite kdackd expression of powand control. Wearing a day dress
cut to resemble the early®@entury, Rlly appears to be the most fashionable of the
women. However, she refledtse decay and corruptiamhich seemso seepinto her
skirt, as thoughlee pulled itfrom the mek and gime of the street. Theeachurd s
m mi ¢c k Pol Wearing uppeoctads attirg; yet the clothes seem to be soaked in

mud and water stair(§igure 1.16.
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Tiger Brownfavors his friendship wittMack over the law he swears to uphold.
Their close relabnship goes all the way back to their time together in war, where the two
men watched over each other. Powerful and driven to solutions of violence the other
police stay silent about his friendship with this notorious gangster. As a policemen, and a
partof the government, | choosetoput TigeopBn 6 s i n a t r adshawi on al
the corruption through his patches and blood stains which cover what should be a pristine
uniform. This reveals the crooked nature of the police chief, tying him clobéadio

than to the lawFigure 1.17)

Once completing the leading charactétsirn my attentiorio creatinghree
ensemble groups who visually make up the surrounding atmosphere of th& ipday
Whores, The BeggarandMack-The-Knife6 s  Gldeysgerve o supporthe principle
characteryetblend into the settingf the play, creating a unity with the special world
Ginny-J e n rclgtldes serve as the model for the whores wdtlests made ofaried
patchwork yet less vibrant bsimilarly distressed ate head whoreélhe beggars allow
the audiencéo view the range of the poorest clothes next to the wealthiest members of
Soho, the PeachunmiBhough their clotheeesemble the same decay as the rest of the cast,
their shilouettes follow the lowest classsiociety. Last, the clothes fMfackd s g an g
create different silhouettésat match the peosality of the characters namaéth all of
theirgarments patched together similar to their legeéewith duller fabricg(Figure
1.18. Laying out thesketchs, | see each character unifyeith one another, still
maintaining a sense of individuality to their characiée colored sketchasveal the

corruption the playrticulates, while expressing my vision.

u
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In preparation for my presentatiof this unreatied project, kit quietly
reviewing my presentation while listeningttee Second Threegmny Finale whereMack
sings about how humanity stays alive by repressing the masses of the TThiblsong
reminds me of how | view the play, of h@vechttalks dout the corruption of the world
and how the wrking class suffers the mo&verytimel listento this song my passion
for this play reignites. Realizing this, | decide to begin npyesentation with the song as
thelyrics guide me bacto my ideas whiléghe music presenthe ugly, corroded world |
createl. As he music starts to plait,createsa poweful confidence inside me. | feel a
swell of accomplishment in my desgas Ireflect onunrealizeddesignsof my past
knowing my passions for thenowld never rival thigproject Thesongends My voice
steady | begin to speak.feel thewords form in my mouth anlustingthe power behind

them, sensthe certaintyin what | am sayingo my audience.

| end mypresentation andwaitmy feedack. The pasive response cditms the
decisions | have made in the process of thésiting thigddlesign My confidence does not
come from the knowledge of the perfection of the designs, but rather from the success of
taking a step forward in creative thinking, makbrave, bold choicesnd taking isks
that couldhaveperhapdailed yet have resulted incahesivevision. Thislast unrealized
project reflects my growth from the previoysars andhappily, the work supportthe

progression in my creative processa costume designer

Moving beyond reliance on myndergraduate lessqriexpand my analysis work
from my realized work oThe Rimers of Eldritcmto my class studiesf A Streetar

Named DesireThrough the journey/and challenges the plays presemtrbined with the
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Hodge analysis process | ledoread between the lines. To understand a character, |
breakdown the worldvhich the playwight createsl study every aspect of the teXhe
intense analysis exposes@per understanding of the plagpiring, pushing and
expanding the previous boundaries of my creative protkssn to use my connection
to thescript to assist inleveloping andrticulaing a strong concepif the production.
With myfinal unrealized design of my gradugteogram | discover how to successfully

combine my analysis work with the designing of the costumes.

With The Threepnny Operal swcceed in capturing the compléhemes the
playwright sets out to reveal and tie them into the clothes | design. | discover how to
embrace my creativity and let migstincts win out over the fear of not translatingjon
into thedesign.Much like my process with thdeconstruction, | lak away from the
creativeblock and succeed in moving forward. With a dtipline and a keen eto
analysis, | prestorward, moving into the art ofealized design and the art of
collaboration. With my analysis work, | construct a vocabulary for myself that allows me
to grasp the meanings and inner workings of the playwright. As | go through the
collaboration process,grow towardmy masteryof costume design byreatinga
common vision of both my ideas and the ideas of tteetbrs and other designdm

performance before an audience
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Chapter 2

Whendesigrnng a realized production, | igon my personabiscipline to assist in
creatinga vocabulary t@xpress my concepb®th visually and verballto the director
and the design tearfhrougheachdesignprocess] communicate myision of the
productionwhile drawing connections to threentralconcept envisiord by the director
and the design tearsing asevenweekdesignproductionmatrix, we gather everyone
together tareate the foundation of thpgoduction starting with the vision of play and
building an image through research akdtchesThis process brings the team together to
focus on the play and productioweek 1: research, Week 2: character work, etc. Each
design area moves step by sf€pe success of a workindeareveals itselby the
seventh and finaheetingwhen allideas presented create a cohesive vision that
successfullyranslateghe playto fully design productionTwo of my most recent
productiongdemonstrate thdemandf the vastlydifferentchallenges presented by the
plays and the subsequent variationsommunication andollaboration applied to

achieve successful productions boftthemachieved through this process.

The Triumph of Lovea French play set in the"1@entury calls for the focus of
theessence of the period silhouette in the clotheshamdthis essendefluences the
style ofall of the designThe production demands detailed research of the period, while
also exhibiting the same understanding of the characters. Throughousitjre glecess,
| follow the stepby-step elements of the sign matrix Each week | present a new step,
creating the building blocks of my proce¥ghenl switch to the desigof Shipwreckd

An Entertainment: The Adventures of Louis De Rougemont (as Told by Hihfeétjy
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a more organic procesBhough tle matrix still pertains guides me, the play calls for
different types of exploration and discovemhe script calls for the desig@am, director,
and actors to build the story of the sctiphr ough r ehear sal s exper.i

allowing us to cratethe overall interpretatioaf the play.
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The Triumph of Love

by Pierre Marivaux Translation by James Magruder

The design team fdrhe Triumplhof Lovecombines graduateustents,
undergraduates,faculty scenic desigr, and aguestdirector. The combination of the
different minds exciteme, each of us bringing both experience and iddas talent in
our team creates a smooth confidencentates us forwardBefore we assemble, |
diligently apply the Hodge analysis to thisM&ntury play repeating mamy the same
steps as | described previous#ile acknowledging the differences in analysis of plays

written in this century(Figure 2.1)

The Triumph of Loveyritten in 1732tells ofanunusuajourney infinding love
and what a personill be willing to gothroughto find it. A youngprincess named
Léonidedisguises herself and hgaucyservant Corinne,as men in pursuit of a young
prince, Agis.The young man liveander the roof oherarchrivalsthe philosopher
Hermocrate and his sisteéontine Thesetwo siblingsdespisehe princess for the
actiors takerpreviously by her uncleyho usurpedhe crown of another king. Her uncle
did not know, however, that theatlen king had an unborn son who escaped from his
grasp.The princess now rules over thedarbyright of ascentand whilelooking for the
lost prince, lppens upon him in the forest afadls in love with him at first sight
Hermocrate has rsed the unknowing prince to loattie young princessondemning

her leadership, warning him thgttewould kill him if she knew he was living
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With herlove for Agis guiding her actiond,éonideand Corine, novdisguised as
their mde counterparts Phocion aktérmidas infiltratethep hi | osopher 6s gar d
determined o0 wi n t he pr i nc gibeshethranato him, theBgmteul wi | | , t
heir, andbecomehis queenTo distractPhocion and Hermiddsom her seduction of
Agis, Léonideplots to fight the coléheartedsiblings, with the thng she understands
most, love Shesecretlyfabricates confessions of love éachof them separately, all the
while creating a close bond withgis. By the climax of the play, all three of #ee
characters have fallen in love witler. At last,Léoniderevealshertrue identityand her

true intentions to all threeeparting thiggarden with the besotted prinaggis, in tow.

Princesd_éonidecreates the disguise afwoman with stubborn, calcatled
determinationandquestionablenorality. Sheorchestrates grand scheme, having more
than st one plan imotion. Thouglshe demonstrates little to no regard for
manipulating two lonely souls twope of achieving hetove, she stops at nothing to
achieve the love of Agis. The development of character and character relations and the
comic elements expect a light touch for a modern audience to look favorable on

Léonidds commi t ment to Agi s.

WhenThe Triumph of Loverigindly openedin 1732, theplay receivedill
reviewsbecause of theéonidé sonduct throughout the playhe audiencéelt her
behavior lackedhe values of a rgectable womanrAlthough she presents agesilient
individual who fights for her desires, her actions break societalsi@hedemonstrates
a strength and deceptiamappropriate for a female teveal.She fights for what she

wants without reservatioithis being quite audacious for the period audigrroges
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much more typical for a contemporary audierie® this prodction,my development of
the playwrightos i dea {éonide.é R eiovedygivasijoo pr oac

strength, whildovinggi ves you courage. 6(H. Tynes)

After myinstinctual inempretationof the play,l launchinto thegeneral
characteristis o f t h e pdviagystdidedhe BistaryofDress in they second
year | clearly understand th8" century and the evolution of silhouettes of tiee
sequntial silhouettes of tligeorgianPeriod.Reviewing the variety afilhouettes, |
reamgnize the importance of focusing carefully on the specific silhouette we select to
prevent the accurate excess of this cenfimy overwhelning the character and the
actor.To keepfrom getting lostinthe e nt ur y 6 sf faghiomligaiherispecib

resarchwhich speakgo theindividual characters

| educate myselbnthe gradual change in theilouettes through the Early,
Middle, and Late Georgian periodsecongizeéhe waythd engt héhendét t he
waistcoats travslfrom the knee up to theaistline The standing collar of the coaise
high enough to turn back doweuffs move from wide elbow length thumbsback to the
sleeve fitshorten to rise just a few inches above the wristWo mumde@repper, the
pannierbegin by gently widening &hhips togrow toexaggrated extensions @ihger
tip to finger tipwidth then dissapear completelyth but a single pad center bdok the
end of the centuryl heunderstandingf the evolution of the silhouetteslps me
determine that the simplity ofi¢ late century will best support the characters/actors and

the production.
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Havingthoroughlyreadthe play and gaineah essentialinderstanding of
Georgianfashion, Inowsit in thefirst design meeting ready to discuss thoughts on
this play andits production After introductions, the director explains to the grdhgt he
pickskeywordsto hep create the world he envisions. For this playgives us the
words Light, Airy, Fun, Soft, and Whimsicaprompting a discussion of what they could
mean regardinghe designimages of the words flaghrough my mind. The tone of the
playfollows these ideas, but when | think of the garments ofpiliod | feel the
weightylayers and fabrigof the Georgian garmentShey express a femininity that the
play rarely invokes when | read éspecially whell but the dowager sister weare n 0 s
clothes My ideafocuseson theindependenceand strength of our leady lady. | hold

thosethoughts keeping my mind open to tbenew ideas.

| decide to try andonnect the strengthplerceivefrom Léonidewhile invoking
the feminine words the director gives rhese paintings from the period to aid in
creating the world of the playhe pictures find most inspiring do focus on the female
as central téhe imag. Raintingsthat spark my interesange frondepicting two female

friendsandladies withmensituated imaflirt atiousmanner

Reviewingthe paintings| realize the pictures | draw the most inspiration from
come from the sam@ainter, JearHonor Fragonard. Thig~rench paintér mmostfamous
works consist of his genre paintings which convey an araticintimacy. Thepictures
depicta soft line, while the colors and the content invakght- heartedwhimsical
atmasphere. | narrow my focuw/o of his works in particular that | believe translate the

vision of both the director and myselhe Stolen Kisdepictsa simpleyet elegantly
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dressedespedtble young ladycaughtby a young mamvho steals the kiss lpressing

his lipsto the shockedaldyd s ¢ The @ckure reminds me gbunglove, tre act to us
innocent, yet sparked witintense emotion. The passion in the painting makes me think
of L e o n ididcevermgwithiAgiss Iboking at him from afa The young mauof the
painting doesiot seehe emotion he ignitas the young princes®or did Agis know the
impression he left ohéonideThe Musical Contegiortraysa young womarflankedby

two adoring men, heldaptive aghey watchhersinga ballad.The scene prompts me to
think of Léonideensnaring the tweiblingswith her outrageousg seductiveechnques

The colors of thipieceexpresghe vibrant energy of the world of the playhile the

lines of the background creating a light and airy s¢Ergure 2.2)

The Swingalso known asHappy Accidents of thfewingremainsFr agonar d 6 s
bestknownwork. The picture portrayd woman on a swing, being pushed by her
husband, the shadows hidinignhfrom sight. A yomg man liegust under the brush with
full view of the swinging womancatching a glimpse undeerskirts and petticoat to her
nether garments juss she kicks off her sho€he lady herself reveals a gypression
well awareof the lad hiding in the brugfirigure 2.3) The painting expresses maoify
themes similar to oysroduction. The woman, the main character ofpileee
demonstratepower while she swings into tar, feet kicking out in a playful manner.
Sheseemdully aware that the lacperhapser lover, can see her undergarments, all the
while herhusandpushesunawardrom behindunawae. Her personality resembles

Léonid&s, acknowledging the powerf dier sexuality. The softness of segaintings
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along withF r a g a nsa of doforsand form create a whimsical world while the

lightness depicts an airgéling.

Usingtheseimages) create an inspiration board, each painting reflecting my
vision of the playl look up well known linegbout love strength and determination
attachinghemalongsidethe paintings. The visual aid articulatese variety oflines,
calors, shapes, and themes captuthmg concepts the collaboration tediscuseal in the
last meetingKigure 24). Presenting the imag&sthe next design meeting, | discussy
the qudationslead back to my bottom lin&Jsingthe three paintingd discuss the
softness of the lines, the capricious worlds created by the colors, and the central focus of
the womanThe directoitakesgreat interest in thpainting ofThe Swingstating that for
him thisimagecaptureshis idea of the world ohie phy. He feels a connectida the
lightweightimpression otheimageandthe setting of the picture capturing tdeaof

the philosopherds garden.

Successfullydiscoveringa way tovisualizethe inspiratioal words, Imove
forwardto express those ideasthe clothesl go back to my previous research of the
period, trying to figure out how tecorporatethe conceptsvhile staying true to the
c e nt fashipndTheGeagian stylecombines a hundregkarsworth of research. As |
dig deeper and deeperargpecific details, | find myself losing the point of the play. |
become so foceslon whether | ta& to the fuller jackets of theally Georgian period or
how full the skirts should be th&push myself further away from who wears the actual

articles ofclothing. The desigfeils the momenitlose the character
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In search of a solutiohstep back from the detail. | let myself hover around the
essence of the period, not focusing on the date of the research, but of who I find in my
journey that relatelsack to the characters. | start with the @lvegusedwomen in the
play- Léonideand Corine. The two women wear menos
to find out what they would wear as mémust research what they would weer
women. As therinces, | imagine thal.éonideimmersederself inhigh fashion. Certain
colors and combinati@tatch her eye beingealthy enough to wear wieatershe
pleasesThough she has a strong personaliBonideembraes her feminine side. She
discovers hepower inher sexuality, using the fullness ofrlgowns to show off her
power.Pictures of Georgian women in sdfiesse adorred withdecorationsnvoke the
| eadi ngs .Onedfythee shinds i figduiimpertant in designihgoniderelies on
her attachmerto womanhoodl imagine the princessressed as a masyrrenderpower
of her skirted fullness to the narrowness of the male silhouette even though she would
now be observed as a male with assumed inherent pmstrad of creating paw from
the width d her gowns Léonideuses the slickness of ailbred garment to show off her
curvacioudfemale body. The cutofdo n i d e disguisesthewbmanless yet reveals
the sillouette of her feminine curves through the careful tailoring of the Eeatsuit

should be the most fashionable of the entire company.

Corine, lzing hemaidand confidantcreates her garmerftem whatbespaks
her position assumed to be less elegant than her misgketgnagine what the woman,
corine wears | assume an informalfarm while working with her daily attire coming

from an assortment of garmeritgéhere o ni de s <c¢cl ot hes cmaygat e a
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weara collage of patterns and colors. | look to images of maids in different color skirts

and bodices. The yourtggi r érdmalitypivals our princess wither saucy attitude

creating an equally strongimagéo r i ne 6 s maHeridalressengples tlkee a s
disguise of thgrincess irsilhouette but the coatvest, and breeches createrapder

look than hat of te princess. @ expresghe difference in theistatusbut still connect

themr ei nf or c es C déonideas armpdrtantaspéct of/thetplayrhough

Leonides garments rely on excellent tailoting Cor i ne 6 s csimplerlessng cr e a
tailored silhouette The cut does notentleghi de Cori nebdés feminine c
L e o n itadoein®y shows off more of her figur&he difference in linavill help

distingushthe two women from eaattherwhile keeping the power with.éonide

(Figure 25).

Our two philosophicasiblings Hermocrate antiéontine bothbelievethe same
philosophy.6 &ols focus on lovevhile learned memnd womerdevote their lives tthe
pursuit ofknowledged Theyavoidtheir feeling to focuson logig rather than meddia
thetrivial pursuis of the heart. Theipride justifies their denial btheir foolish behavior
resulting in extremelgomicalattitude He r mo c r a t sgpisestypopaossbien a
images/ could creataa disheveled academtbroughly out of fashionr crede an overly
fashionable gentlemen, prissy and precl$® mancaresabout how peoplpercivehim
both in looks andnowledgel decide to make him a gentleman whears tailored,
fashionable garments of the period Her mocr at eds fiadghecuboi choi c
Leoni debdsastens emlygl ¢ i nes o faganglgappearanéesatheroat c

than a stylish one.
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While Hermocrate creates a longrrowform, his sistet.éontined s f, icopft r e
afull, wideshapeléontiné attitude resemiek that of a shrewVhile | imaginethe
princessos fasoftard éghtg picturedhe older womaiith a heavy
bulky weight | become drawn to th@olonaisefor her, astyle creatinga densefuller
silhouettefrom the hips dowiyet drawn ugo reveal the ankles giving the character a too
narrow base for stability.éontineresembles her brothar not having a keen eye when it
comes to fashiofThough she dresses a mibre fashionably, | make her skirt shorter,

creating an oddly awkward gortion with bird feet supporting her mggsgure 26).

Theservans, Harlequin and Dimas, refledhe lowest status among the
characters. When | think of thetwo clown-like characters, | sether attire at opposite
ends of the spectrunthey are botlservantsyet they could not be more different. Their
comradery relies on their shared passion for money and their liastfinlationwith
women, Corine in particulaifhough Corindalls into the same status as the two male
servantssheholds more poweover them. Harlequin, thehilosophers butler, wearghe
cutofag e nt | e ma n &houglamimiekingdCene in the mismatch abreeches,
waistcoat, and coatWhile researchinglarlequn, | discover pictures of waiting mem
either themismatclked atire or a moreauniformlook. Given the location of the garden the
more informal look seems most appropriate for him. Althaighcut resembles the rigid
silhouetteof Hermocratethe simple fabric impilea lower statusAs the working

gardner, Dimaslreseslike a peasant. The maakescharge of the gardens, proudtioé
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dirt and grime hevears The gardenerthatl find in different paintings and drawings of

peasantsappeabulkier and widerin cutthan of thehigh-statusmen(Figure 27).

| bestcommunicate my ideas through drawimdhich comes easilgnd quickly |
pull the correctines and shapes from my reseatble charactersansfering from the
lead of the pencil ontthe white paper.can quickly create mulitple options from a
single resarch image to give the director many different choidésen | present the
sketchs to the design team, along side the resefapoh the previousneetingsthe ideas
come througtsucessfully With the aid of the drawings, the director visualiaes the
different cuts of coatand the tailoring of the clotedecomethe characters. The sketches
receive mostly positive feedback. Aogitiquel rectify right there, using mgbilitiy to
drawquicky to eraseandredrawthe preferedline. Now that wesee a clar vision for he

charactersl turn my attention to color.

Before | deciden my colorpallet, Isearctthe fabric stores in the ardadiscover
thatupholsteryand draperyabric provide theappropriateveightand patternsf the late
Georgian period. gather samples afolorful silks, cottons and linen&s myoptions
grow, | realize that somewhere through the processcbrsdously pull fartheraway
from theextravagantabrics and pull colors and prints that invoke a more subtle nature
matching tlat simplicity of the late GeorgianThe colors change from a wildbrancy to
more organic colors. &gebecomes a primary colapnnectingwvith thegreen and pink
tones. The colomtensities and valugemind me ofThe Swingvhile the dominate blue
huesgive way to beige, green and pink hues of the clotwwectinghisimageis more

consistento ourvision.
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| lay out mysanples creating two color conceptsne of the vibrant silks, velvet
and outragous patterns and another of organic colonshedvy cottons, linens, and
smaller patternd present both of the ideas to the group, arranigyneplor intensiy and
pattern. As we all lookt the samples, the scenic designgresents his color sketch of the
set. Wetake in the beige and gray marhled the bluekyfilled with clouds, which spill
onto the floor as if the primary platform floats in the skies above. Immedihtelpove
all of the samples that contaime cool colors, seeing that the blue and purple tomesld
fade into the set. Tise colors belong in the wilkbntemporaryptionswhich now look
small and not agrandose without the cooler tones. The greens and piltkgyavith the
beiges lay next to the colors thie set beautifully, creating a breath of life along the
Grecian marle. | positionthe characters into three groufi firstthe two womenthe
secondhesiblingsand the prince, anthethird the servants. Asiituitively assignthe
different colo samples, | notice a patternrtty choices. The pinkral orange tone aics
fall to the young women, while athy green hues go to the brothgster and the prince
The servants accumulate the broswatchesand every group finds different shades of

beige and creams.

Thescenic design brings me back to the image of#inden The servants being
the lowest in status, represent tiiet and underbrusi.he siblings and the prince create
the foliage of the garden, growing updaaround thgreenery of the estatéhe two
womenfrom outside the estate app@atheshades ofose and pink, the flowers of the
gardenin the play, the auth@etst he production in the phil os

scenic design plays with the Grecsettingwhich the script calls upon, | decide to
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use thecolors of the clothingo invokethe colorsof the gardersurrounding the arena of
thestorytelling. This ties thenvironemt and charactergether with the different tones of

beige used throughout the designs.

By thetime | narrow down and collect alié perferredfabric choicesthe
audition and callbacki®r the productiorbegin. | attend theallbackswith the direcor,
bringingmy favorite samplesrganized byhe intended characteks | observe the actors
readings | refeto thecolor sketcheand their swatches, seeing if my ades match the
energy of theharacter as portrayed by variacorsunder consideratiorf-ollowing
callbacks the directand Imoveto theRuth Caplintheatemwherethe productionwill be
performed | lay the sketches out on the edge of the stage bafmacing the samples
beside themThe directorand | walk around the sketchgailling awayto create the
distance from them tseewhere our eyes travel. We play the game of switching out some
of the samples by either giving them to another charactiking them awayrdirely. |
bring extra samples to testhdytell us howdifferent colos shift characterntentions. By
the end of our meetingye agree othese results satisfy our neetihe next meeting falls
days later, allowingneto present théinal colored sketche®f the characters with their
accompanying fabrics. All workeidgether as a whole. The scenic desigmesentsis
final designallowing us todetermine if the relationship between the characters and their
world prove successful.tAhis point we discover togther thdemocrate wearing
beige diamond patteroatand breeches becomes lost inthidst of marbles and
clouds. My advisor suggests that instead of revisiting the fabrics | switch the waistcoat,

green with a small vinegttern, with theeoatmaterial. | hesitatat first, worried that the
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character will look out of placeith matching beeches and vest aaadontrastingcoat
Thenl realize that myoriginal concept for Hermocrate reliesh his inability to be
fashiondle. The man wearing a twpiece suit with a differertod, indeed shows a lack

of style.

As the design meetings end, the director weddesign tearagree that we have
succeedeth creating avisionfromt he di r e ct o+Liyd, AirynFurtSofg | wor ds
and WhimsicalAt opening theworld of the playcreatesa whimsical fantastical
atmosphee as the charactectothed in light, airy clothesnact their story in the clouds.
The colors of the costumeseate aoft, light illusion within andarourd thepastel
lighting of themarblesurround while thetailoredlinesdifferentiatethe style of three
piece suitsThe vison the collaboration team worked hard to eate becmes what the

titles staes A Triumph of love(Figure 2. 8)

Having sucessfully collaborated to creaiée Triumph of Lovd move forward

to my final realized design of my graduate studies.
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Shipwrecked An Entertainment:

The Amazing Adventures of Louis De Rougemont (As Told By Himself)

By Donald Margulies

Embracirg a newchallenge in designingothes forShipwreckd, | the
immediately recognize that the written script has no stage direchohgthe dialogue of
the main character as story teller will guide the director and design team in their work.
This allowsus, the director, designers and the actorsyeate our own visiorns the
story.We mold the worldvhich the script depicts, knowing that the story we tell will be

original and built from our creativity.

TheShipwreckd begins with our leading mahouis, telling the storiesf his
spectacular sea fairing adventuaesompaniethis two playersWe start in his
childhood,where he revealsis love of adventurandescape from reality by $ing
himself in themHis thirst for adventure leads hitma boat with acaptain andhe
capt ai ofpearl fisherenanOn hisadventure he discoversea monsters amdre
treasurs stopping only when in horrid shipwreckThis leaveiim and his dogBrung,
ona deserteisland. There he remainstranded fogears, until Yamba and her family
come to the island. They create a life together, Limigng the aboriginal tribeNhen &
last he leaves the islanddamakeshis way back hom# England, he shares lamazing
staries with anyone who will listen. Thehe earns the reputation as a true adventAer.
the plot unfoldsthe playwright reveals the storikesuis tells ugo be nothing but figment

of an ol d maThétwo suppoatigg playersealizerthe adventures he
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seduced thenwith, he sinply made upSo theychalkit all up toup to delusions of
granceur. Louis defends his storiaad aghe play endhe players and the audience
depart either doubting that any of this ever happened or hoping that these adventures

actually didhappen (Figur 2.9)

The stories remihme of a child playing pretend. sA.ouis invokes the images of
his talesheinviteshis playergo join him increating the people, the creatures, and even
the storm that sindsthemTh e pl ay 6és pr i mar yof makedeieve ent er s
and hidingfrom reality by creatindgantasticalworlds. The playwright proposes to
demonstratevhat happens to people whobmerge themselves in fictionabrids and

happenings

As | sit in the first design meeting f&hipwreckd, | feel the charge in the
atmosphergebodees tired but minds ready to creaide director settles in heeat wihthe
scriptheldtenderly in her handHer insight into the storgenters orthe concepand
process of believablgorytelling. Peple love storiestheylove to heathem. Even
more, they love to believe thentheenticemenof the production consfrom the
stories the actongerformas Louis narrates them. The audier®eelsin experiencing the
many different worlds and imagining them possililee power of the imagination budd
thar hopein thetruth of the stories while they discover that these may not be true,

creating a deep sense of disappointment

Talkingtogetheraboutthe storytellingguidesme back tomy childhood and the

look on theface ofa childtotally captivated when listening to a story for the first time
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while being inspired to create their own stories. falgntion of this memory leadis the
design meeting to shasémilar thoughtsThe sound designa@icknowledges thdtis
experencewith readingastory for the first timecreates aemotional investmenn that
story. These encounters help our team redlimepower ofmmersing ourselves in this
story andhe need to let our onemotionsbecome impacted by the tafeve hope to
succeed in telling these stories to our audiewepledge tacreate a production that

invokes the same emotionghope thatve feel

With this initial foundationthe director leads ue the idea opeople believing
what they want to believe h8asks the design group whattven i n k otdles. Loui s o
Personallyl believe the stories to be falseghink the playwright wants the reader to lose
themséves in the world that Louisreates, only to be broughadk to the surface by
feelings of doubtanduncertainty an experienceouis goes through as th@ayersturn
on him The playwright intend® create an atmphere that leaves the readgrestiorng
what truly happenedurconversationeads t o t he di r thetheaire 6 s bel i e
possessethe power to create stories for the audience. People often thingatfeas a
type of entertainment which intentisholdonés attention. D gain their attention, we as
artiss must encourage the audience to belieeestiory. h collaborationwe mustinspire
the audience tembracdhe event®f thestoryand then expéence the disappointment in
theirnot beingtrue.Once the curtain falls, the decisiohwhethero not t o tr ust

storiesfalls tothe audience.

As we continue to share our thghis | share wih the groupmy experiencef

reading the play for the first timeimaginechildren running around, creatirfgntastical
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characterscreaming fofear of afrighteningsea monsteais grand asnly their wild
imaginations could cege.l envisionthe childrendiscovering piecesf cast offclothing
closest to thentrying themon, filling them with meaningndcreating a whole new
identity. | think backo Louis, ax oldman who deludes himselftmbelieving in the
reality ofhis experences Instead of thi®ld man, | see éenyearold boywho never
truly grew up. Like Peter Pan, he prefeng world oflost boys, fighting pirateand

hunting Indianshe finds limself on a stage reenacting bisnfantasiegFigure 2.10.

The meetingontinues withldeepdiscussion as each designer creats insighs
for the rest of usThough we express our ideas differently, iiembers of this design
team shargarallel visionsWe all talk of our experience regarding the script, each of us
picturing the acts in the story grand and epic, yet feeling that sense of betraylewith
revelations thathe storiesnaybefalse Breaking apart from thdeepdiscussion, the
director brings us back to tipgimarysetting of the @y. She envisions the playa
Victorian world, setting the actions around the same time bBtaliss unfold which
ranges from the late 1800s to the turn ofl#secentury While script calls for only three
adors,the director decides on 10 to pyesto push the actions #high level of
energy. This choice wifill the stage with more people, each of them creating pfrts
the worldto aid that imaggFigure2.11). This addition will prove to be a challenge in the
design, as | began my analysis work with two playergatsbf ten. | now must factor in

twelve Victorian silhouettes instead of three.

| think back to myoriginal reaction to the play asgame ofpretendhg, and how

thatcoincideswith thedirectors vision. Children play with a reckless abandon, oblivious
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of the clothes on their back or the environment around thenreBlrictions of the
identifiableVictorian silhouettedo not allow for sub abandonment but rathire
restrictionsmaintaina stiff, rigidshape. e layersand layers of clothinom the
confiningcorsetsand petticoatso thestarchectollarsand tight fitting tailoring constrain
movement in complete opposition to our flumbdern dayhapestlexible, stretchable
textiles, cut ad fit. Freedom of moveménéeals away from the constrainingrofile. How

do | create digure freefrom a restraineictorian silhouett&

| searchbooks andnlinesources, to discoveontrasing lines and shapes built
for acomfortable, athleti®/ictoriansociety Where could | find the wildvreckless soul
of Louis, those childike deliquentdrom the Victorian norm? Imy processl discover
pictures,not of straightbacked couples oblankface expressionsut of a Victorianady,
pushing her nose up aodossing her eyes at the caméfatorian men hunchedver,
tounges out anthcescrunched as they pose for a pictdreese all deviate from the
normal images usually selected toealkthe conformity of the tim@igure 2.12 These
pictures show me that no matter the rescrictibtine clothes, it does nohange how

people express themselves.

In Shakespeareve read of clowns, of sword fights, of runnitmgough
enchanted forest.hEesilhouette cut and weighof theElizabethan underpropers and
clothingrestrict more than any clothing of the VictoriaraBNVe could assume such
movement impossible. What am | missing? What is the factor | am not considering? At
last | recognize that | must consider the will of the character/actor to find physical

expression despite the perceived and very real restricfdhge period. In fact, the
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greater the challenge perhaps the clearer expredsiecharactes still performtheir
tasks | vow to abandon my elaement to the Victorian eand focus on the charactér
expression anthovementT h e wo r | dmagirfatioh @mes s dfe through the

playing of the troupe.

Thescript,cass two other actors to invoke the other fory so characterthat
Louis imagines. The director decidescastmore than that, which inspires me. What if
the players address thegelves by thactors real nameBy each onglaying these many
different personathey resemble a period theatrical troupspiration hits mel envision
the basiccostumesnimicking the identities of thactors dressing them in a Victorian
silhouettethat speaks to their styl€igure 2.13 .When | bring tis concept to the next
meeting | discover h e s ¢ e n i irspirdtieraliplptosefiedd my idea. With
pictures of old Victoriantheatreshe explains her vision of thedeatrs assimilarto a
ship.Sheshares images @fooden stages and how they cordgresent the bows of the
ship;the ropes of the fly system cG@aadythe become
extensive discugsn from the first meeting hdwoughtthe scenidesigne andl to create

coexisting world combining the elements sforytellingandthetheatrestructure

| delvedeeper into the design possibilitése acting troupe shows one laypér
the play. Louigells his story through the reality of tharration yet thestory he tells
pulls us into a different world. Througtiothe play, the playwright bounctge audience
from onelocationto the dher. | think of the simple acif playing pretend, of how child
creaesa character from a simple objeChildrennevercreate a character from the

ground up. They build the new persona by either addisgltractingpieces they find in
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their environment. Astick can become a mighty swaosdhile a toweltransforns them

into acapedsuperheroA feather boa makes a ldthjirl afashionablelady whereas
bandanaround the ndcturns a child into a bandinstead of designing full costumes
for each charactethe idea of the actor, in their baseding things to their costumes|
best serve the evolving action of stery telling.Louisd mother, for example, puts on an
apron as she does the laundrige maternal connotation of thapron signal$é.ouis and

the audience that this actor now portrays motGaptain Jensen, tiseafaring captain

that takes Louis on higrand adventure, addstricorn hata Georgianjacket, and the
proudstanceof power andstatus immediately become symbatitthe adventures Louis

always wished fo(Figure 2.13.

As the director and | discover more about the many persondiitmsgtout the
story, we fnd our choices stemming fromtlege sterotypical image the character invokes
instead of relyingpn a formal characteainalysisE a ¢ h ¢ h driveacentessom thes
charactetouis bestows on him dner through his narration of the sto¥We both decide
that the design of the character comes not from the depth of detail and analysis, but from
h ow L o u i-likeGnsagirationsées thenand what the actor brings to the creation of
this particular character. Item selected for their immediecognizable connotation with
support the audience in identifying the charadter example,he Austrailian
prospectors who find Louis and rescue him from the island wear large brim cowboy hats,
with hankecheifs around their necks. Thecsety ladis, portayedby male and female
actos wear the pieces of a matching ig@nt, acessorizing with largeawated hats. The

reporters who denouce LoGis g o o d nthenappedramdesof aunfavorite
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sloothes, Sherlock Holmes and John Watson, one ngetire famous deer stock cafh

the other wearing bowler ha{Figure 2.15.

Yo mb a, dboiginalwifie and her tribe, prove to libe biggest challenge
The directorequestshat westay away from angtereotypicalook of aboriginas. She
worries abouthow we mightportray theaboriginals without offendingChildhood
memories of images froMational Geographiclepict thepainted faces antiright
fabricsof a young tribesmama his little girl. This proves to beverything the director
wishesto avoid in the desigrl contemplate that image. What is the musticeable

difference between aboriginal and Europé&shior? Layers!

Aboriginalslives center orthe natural. Theywvear little tonothing in the form of
clothing, creating their own style bbdy coverTheir sense of modesty differentiates
themfrom Westenized culturevhile the way they weatheir garmentsallows great

physical and spiritudgleedom.Children also have little senseinfleency, not yetbeing

socialized | remember my olddsrother running around in nothing but his underwear for

most of hispreschoobays. Iproposeto the director that we do not add an artafle
clothing to symbolize them, butsteadhavethe actors strip off their Victomalayers.

Both men and womeetould wearmodestundergarmentdom union suits to bloomers,

petticoats, chemises, and corsets. Each character can be in different states of undress.

Undressingyivesthe aboriginalcharacters ahysical and spiritugreedom and wildness

ascompare to ther EuropearcounterpartgFigure 2.16.
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With the costumedesign solidifying in the actions of adding asudiracting the
scenic desigalso playswith thisconcept. After manyariations the idea of an old
1900stheate became thenainconstruct. Tl idea of the acting troupe being fomorfor
set pieces, the scerdesigne deviseghatthe actors create the $sam hanging planks,

crates, and trunks. Theunksand an old rolling rack will contain most of the clothes.

Shipwreclked! showstwo different worldsthe onein which Louis residesand the
one henarrates. Because the two worlds have different energies, | sekéstina color
pallets. One contains a dull pallet made up efitnals, coohndsaturatedones, lhe other
vibrant, hot, and wan tones The scenic design costs of anertire theatrepaintedto
resemblavood, invoking the essence of th@" century Different shades of brown cover
the area, as well as the creates and trurks.paint orthe wood contains red tones, life
breathng into the world when the lights hit it just righthd ating traupe entersvith
Louis dressed isaturated colorandVictorian silhouettes presentirte inpression of a
seriots playabout to unfold. Thetroupe scrambles to revehk trunksand roling rack.

With high energyalmost like a flower blooming in front of their eyéise action begins.

Collabordion rarely breathes so easily. Thesecessful productiomeeting
centeron the design group listening to each other, taking small pocketsyeérsation
andsubcamscbouslytransforminghem into tle designFrom theimagination of a
Victoriantheatré s r esembl ance to a ship to the
victorian clothesadding andsuldractingperiod accessorigsve follow the insight of he
director, letting it fuel our proces®ur understanding of not only tipgay but of each

other as artist and unquie visionariks/es the succed$igure 2.17)

Cr ec
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During the process ofhe Triumph of Loveshowhow | use the designairix to
aid me indeveloping my designstepby-step bybreaking dow my thought process,
stayingon track andkeeping me focused on the ultimate simplicity of trayphr i ght 6 s
idea.l apply my knowledge gain from migistory of Dresslass and how to uséhat
knowledge tdhelp createhe profile of theindividual characterand their relationship to
each other and their special wolith the vision of the directaand the design teaas
the focal point, | uséhe essence of the period to reveal the tineenes and bottom line

of the play.

Shipwreckd An Entertainment The Amazing Adventures of Louis De Rougemont
(As Told By Himselfghallenge my flexibility andpersistence in creatirgjothes for
storytelling witha play, unlike Triumph Shipwreckedinvitesme to use the script as a
baselingo create the vision of the piece through the collaboratioheofttors, directors,
anddesignersDescribe as a devised piece, this production design process éogeing
invention and experimentatiohlearnto constantlyrelate back to the main ideakthe
play and vision of the director and design team to createideas and design elements
as the actors and directors begin to make discovefriteeir ownthrough their devising
in rehearsalThis produdbn teaches me to think fast and use my creative process to

figure outand solveany obstacles that may arise.

With each opportunity to design costumiegtow in understanding the in and out
of how to collaborate with othartist in the creation of strong andoreciseproduction.
My private disciplineevolveswith each shovas each script presents new challenges and

each director and design team brings new understandings to how we create the work. All
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of usfocus onthe audience and the relationsbig t he pl aydés i dea to t

embrace. With each opportunity | learn to pursue what inspires me toward the next.
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Chapter 3

When it comes to mastering my creative prockessncentate not onlyon my
processn costume design,ubalsoon my growingprocess in costume technology.
Understandinghe way to reaa script and create the clothing oolrries me as far as
the completed color sketches with fabric swatches, accompanied by mounds of designer
paperwork. This prepares nmermove into the costume shop, executing these costumes
for the performance before andience on opening nigfithe process of embracing
technology and its accompanying multitude of skills that must be mastered proves
challenging. Yet, we cannot possibgaln all the techniques. What we truly learn focuses
on the process of problem solving in getting the clothes to the stage and the invaluable
talented people who surround us move the design ideas to theYstgdeis has been a

journey with much to lear.

| remembethe firsttime | ever dealt with sewing, the foundationcostume
technology. In junior high, mgssignechome economics class projestpectedne to
build a pair of pajama pants. At the time, s@svingmachine took on the resemblance of
amonster, something only a knight could overcome. | struggled with the proeéssn
that failure loomed on thigorizon Witnessingmy distress, a knight in the form of a
senior came to my aid, walking me stepstep through the process. T¢mmpleted
pants earned me a Byet an that day | swore | would never touch a sewing machine for
as long as | lived. Flash foesd to the present, wherenost recently completed
patterning and buildingvo skirts for the upcoming productiddlood Weddingwhile

simutaneouslycutting, constructing, and fittingne of my unrealizedesignsand a ballet
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bodice.(Figure3.1) | oftenthink back on that momenmtith the pajama pants, amazed
thatthed me 6 o fhadchosen a Gedr that relies on my ability tevldat once

scared me so much.

Like discovering thédodgeanalysis | begin to build mgostume techology
skills through my first technology class, learning the axtafturetechniquesBY cutting
out samples of different types of fabric, | test my skillsnastering over fifty dierent
techniques used icreating high end couture garments for the fashion induitey
mastery of these techniques prepare me to apply them to any challeegewith hand
stitches, from a basatitch to a baseball stit, the catch stitch, and even trendbutton
hole stitch.The technologyprofessor also teaches us many different machine stitches,
including multiple seams, plackets, pleats, finishes, and rtfeigaure 3.2. Though Idid
sewin my undergraduate costurakop, | fnd myself struggling to keep these graduate
stitches straight and narrowike the samplefom my techmlogy, | realize mydesireto
perform at a face pa¢eeps me from perfecting thetshi. | pushtowardsgetting the
stitch done and keepingp with the samples rather than perfecting the drédtl myself
to slow dow and focus on excellendsy really putting dedicateaffort into mycouture
samples. This realization helps me to understand the importance of eaclastting
ableto classify them on other garment&eep all of them organized in a large container,

labded and ready to pull out sblve stitching challenges.

Takingboth a technology class and a design class each semester challenges me to
focus on the balance essent@bhccomplish either one both together. Technology

beingmy greatest challenge forces me to concentrate on the gobittese skills and
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how they inform my work as a design€oming into the departmeirt pursuit of an
MFA in costume design anddenology immediately put me on notice to build my

technology skills from the ground up.

Pdterning and draping assignmeuotgllenge my ability to combine2 and 3D
visual thinking as | imagine the steps to a finished garnmhé&nd that every sloper |
build shows progress in understarglthe constructs of shag@rapingbecomes easiers
| realize | can fully comprehend the 3 dimensional work of draping even though |
strugglewith the creation of the flat-B shapes. | realize my brain understatins
manipulation of the fabric oan actuatressform. With each build of these slogemy
confidence irpatterning and constructirgpthes grow. How | usel to approach a
sewing project becomes different from how I did in fingt year My assurance in my

sewing Kills growsas | feel confidenin taking on new projects.

My corsetry work demonstrates my growfor threeterms we focused on
building a different period corset. Thisrsetry work helpus understand thelsouette
of the periodthe progresof the female form and shapefathion. | start with the 1890s
corset, with a busk in the front and no straps. This silhouette creates an hourglass look,
yet has a more relaxed form thismpredecessors. This first corset teaches me the basic
steps teeach corset, helping me understand the construction of the garment as well as the
importanceof the boning. | learn how to insertaisk with button holem the front of the
corsetwhile setting grommets and lacing it up the bdakreate this corset owf alight
reflectivesilk satinpattern. e overall construction cHahgedmebecause of

slipperiness of theatin fabric, theutting ofthe bones andenter front alignment.
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Despite the challenges, when reviewing the finished product | feal pfauy

accomplishment.

The Georgian corset, in which the boningeter fronreplaces the 1890s busk,
finishes at the waist tabs extending onto the hips which splay out from the waist line,
acrosghe hips when it sits on the woman. This style of €oraises the breaswhile
tighteningthe mid drift. | build this corsdtom a gold silk, finding the corset a bit
simpler to put together. My main difficulty canrefinishing the waist tabseatlywith
bias binding. Some tabs completed more neatly ¢iiagrs Again, | preserve, and even
though myfinish work maynot beup to the standard | was hoping to achieve, | finish the

project.

My latest corset provesself to be my mossuccessfulUsinga cotton forthis
quiltedEmpire Perioctorsetl purchag a color Bbric base with a darker thread to
machine quit on the tojgy the time | build thighird corset, | easilyecall the stepand
technique®f the previous corsgtmostlyguiding myself through the proceddinish
this cosetquite early, hawg finished the other two only the day before they were idue.
had days to spa between my completiomd the Enpire corsetind its presentatiofhis
accomplishrent proves to m#éat my skills in understanding constructiamd applying

that understandmhave sarpenedFigure 3.3.

While reviewingmy drengths and weaknessagechnology | find myself
pleasantly surpriseat the quality of my techniques and aesthetidlinery. In craftsmy

lastfall term, we buildthree different types of hats: a Yocian hat, a feltlochehat,
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and a wire frarad hatMy talent and passion for design translate readily to the design
and executon of millinery. It allows me to make character choices withvidrgety d
materials and techniqueslécide to use. Desions for finhdecorations belontp me.

This connection of design and technology spurs my love for millinery work.

The first hat allows me to work with buckram, cutting the pattern of the hat and
handstitching wire around the edges to keep them stabl@mose to build &oquestyle
hat, which looks snilar to a small top hat. | decide play with the receniisteam puné
style of design in creating tltkecorof the hatwhich might be used in creatiddice in
Wo n d e r Mad iHadtér.after hand sewinghe buckram pieces together, | decide to
cover the hat with a purple velvet, using purple trim and red fabric flowers as decoration.
| chose a thin red fabric as the inner lining of the hat, adding acwololtful feather on

top of the hat as a finishinguch.(Figure 3.3.

For the feltl920Sclochehat, | find myself drawn to creaty pleats on the brim
of the clochel choose a forest gredelt hat blank, shaping it to tHeead form before
altening the hat ly cutting offthe bottom half of thelochebrim. | steamthe pleats | wish
to creatan place pinning my desire shape of the pleasd leaving them to setver
night After my pleats set, | sew the brim backtorthe crown of the cloch@nce
connected, | cover the seawth avintage ribbon. study the clocheeeling as though it
needssomethingnore.Wanting to keep it sinlp yetwantingto bringfocus tothe
pleated brim] decide toadd two small buttons at thep of the first pleato bring theeye

to the brim(Figure 3.5.
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Feeling ny confidence grow with thereationof these two hats, | decide
challenge myself with the wire frame. While watchBBC 1980s miniseriesPride and
Prejudice Irecognizeone of t he a$leiddyit with b wine fraaneFnding
a photoof this hat onlinemy professor encourages meda&e on the challengébegin
building a patterioy manipulatingorown paper into the perfect size and determihiony
many rows of wire | will needJnlike the other hats, where we had directions to follow,
here | determine my own solutions with the support of my profe3$onugh my
research image | decide to have four rows of wire, holding them todmthising four
points of wire athe front, back, and the sides. | construct the brim with one wire, making
theouteredge and holding it in place with three otheresirAs | construct the hat frame
| keep an eye out for organza fabric to cover the hat. | want the borbedtgbt and airy
compared to beckram or straw bonnets | am accustionseeing. | disaver a dyed
maroon organzan stock, deciding to cover the hat with thdgter covering and hand
stitching the fabric onto the wire, | decorate the hat with a large peach ribbon, a sweet

bowtiedinto the back. (Figure 3)6

My graduate studteaches méhe importance of costume technology to my
costume design careérdiscover hat mastering the technologives me the knowledge
of how to buildthe garments that | desigand the ability to articulatdné design and
what the sketchaseeds to clearly commmicate to theutter/daper.lt all builds on the
art ofcommunication anstocabulary | use the analysis vocabulary to pursue the works
of the script. | create a vocabulary with my director and other designers to express the

main vision and design. Nowuke vocabulary to guiday communication and
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collaboration with the technologists in the costume shop who will bring these sketches to

life successfully.

Moving towards the executiasf the costumelesigngor The Triumph of Lovd
meet withthe te¢inology professor and the Head of the Costume Shogéte a plan
for the weeks these designs will be in the sidgviouslyduring the design meetingis
examine out.ate Georgianstock and find plenty of 17thcentury shirts as well aat,
vest and beeches option®r the two servants, Harlequin and Dimas. Deciding to pull
their costumes, | conclude that we will need to focus our build on the remaining five
characters. Because of a short time in the shoguitht a heavy production builthefall
term period drapinglasswill focus the remaining class time buildinguslinmockups
of Late Georgian breeches, waistcoats, cqQatsda polonaisegown. Theclass builds
allow me tostart the spring semester with meg fittings for the show, while also
familiarizing me to the lines and shapes of tla¢e Georgian period. With the fabric
purchased before the break, my cohort acahl come back from the holidayeak ready

to fit the mockupsand begirthe cutting,thenconstruction and finish work.

In collaboration with the techology professor) assign each character tdviFA
student myself includedbased on thperceived level of experienc®ne of my
colleagues takes on all three garments in the desigbdiane, while the other focuses of
Léontings polonaisedesignand Her mocr at eds breecyeas and w
shop assistant builds theistcoat and breechés Agis, and oumprofessoibuilds coats
for Hermocrate and AgidVly passion for theharacterLéonide,leads me to take dmer

breeches, waistcoat, and c@aigure 3.7. With the builds assigned, | start to call in the
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actors. Each techniciaids me in the fitting, allowingne to use different types of
communicatiorwith each oneéo help benefit both of us and the characteigie | make

sure to keep plenty of research hangstin case they have questicarsd need to refer to

it. | provideeach one of them with a copy of the colored sketch asking them to keep this

nearbywhile in fittings and during the construction period.

| first call thethreefemale actes for caset fittings as even the twon men & s
clothing will wear corsets. Wle desgning the show, tlecide to keep the women in their
proper undegaments because | wish to presetiie period silhouette they have g
into as children wearing corsetsvant the audience to see the women struggling to
impersonate the men, for these women come into this stdtess on the whim of
Léonide. The corsets change the line of the silhouettth®imockups, succeeding in
capturing my initial concept.df each actress, we tailor the coat to reveal the feminine
curvesCo r i takegos a more relaxeline, whileléconi debés fit captures

attractvely slim, corseted silhouette

For Léontine we builddifferent size plonase mockups,unaware of theize of
the actresses to be cast at the time we created-upscthe previous falFortunately
these will fit our actres$rom stock pull all of the propeundergarments of the period
need tocreate the filness of her silhoette. Extrgetticoats and bum rolsupport the
desiredwidth of the skirtWhen | get to the men, | use the magss and tweak the lines
for each charactel.exaggerat¢hetall and lanky framef the actor [aying Hermocrate
by lengthenindhis coato creatahe ideal gangly figuréhe director and | wish to see in

contras to his wider, fuller siblingl.éontine With the character Agis, @eof the mock
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ups fits his bodytype perfectly, giving the actor broad lowilg shoulders and a slender

cut through the rib cage.

The fittings happen in a week, turning the focus of the shopttimg and
building the thregpiece suits anthe polonaise gown. Havirmqurchased the fabrics in the
fall semester, after each fittingjse technicians go straight torectingthe patterns and
thento cuting the clothes from the fabric. Wiituttingwell underwaythe shop manager
pulls me aside to discuss the details of the garmentls,asithéouttons for the coats
waistcoats, and breeches. | look to the costantscenic renderings, choosibgtween
gold and silver buttons dabric coveredbuttons. As | debate the options, | decide on the
fabric buttons, worrying the metallic aspect of the former will cause more of a tisstrac
under lights As the shop managerders the right tools for creating the fabric buttons, |
choose the fabes for each of the stylé decide the breeches will have matching fabric
buttons, while the vestand coatsvill show compementary color design as the color

sketches

While ashop assistantreates the buttonkturn to researching the hair for the
period. Because | want the fermity of the two women in disguisé design the two
women to use their natural hair. The other characters, howevera nesé polistedlate
Georgianook. | searchthrough oumwig stock, findingtwowellma i nt ai n mends wi
and bothin naturalbrown tonechair colors. | set them asidé/ith the time frame short,
my original idea of stylinghe two wigs becomes a Igwiority. Instead | decide to ordr
the two wgs, with plansstyle them to fit the showret, this proves not to be the last

thing that falls by the way. As theether duties pile up, | begin to struggle juggling my
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resposibilities as the designer withy desire to builall three peces ofLeoni d e 6 s
costume. The breeches and waistcoat come easily enough though | allow myself to take
time, wanting them to come out beautifullyhéltailoring of the period codecomes my
main issue as | strugg¥eith the bulk of the fabric and the 8ag of the sleeves. As the
first parade drawsear, | realize theoatwill not be completd in time.l remember the
director askingn one of the rehearsal reports how t fdboutl éonidetaking off hercoat
for a majority of theperformancethe direabr envisioningboth her and Agitosing
layers as they fall mordeeplyin love, allowing greater freedormimmediatelycontact
him, explaininghe predicament and asking if for the first dreasadewve might see
Léonideonly in her waistcoat and breechéte respondpositivelywanting to take the
publicity photo of her without her coatgardles of itscompletion forthe parad€Figure

3.9).

When wereach the ssond dress paradee examind_éontinein herpolonaise
gown As the only characterinmoman 6 s peri od sil houett e, I
putthe necessary completion detail lmer gown. She looKie a simple shell of fabric
cut in the proper silhouett8he appeansleak in comparison to the male suits arobad
Her technologisandl take a look at the gown the next day in the shop. Setting the dress
on her manequin, we discuss how to maké&ontinéd sostume stand on its own among
the otlers. | pull trims from ouextensivestockasking forher technologist to chime.in
After looking at a dozen options, we narrow it down to a beautiful gold trim, zigging
zagging down across her stomachat finishingher sleevegFigure 3.9. After adding

the trim, I look to mycolor sketch teseewhat lactuallydrew. | sed have scalloped lace
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furbelowsat the elbowas per traditiormnd a white fishat the neck of the bodicépull
theseaccessories from stock and arrange them on the gown. Immegdiaéetjament

begins to express more @€ontindd s c har act er stilédesitandllaskt y. Ye
advice fromthe shop tearBrainstorming for a solutioasomeonesuggests fabric flowers

down the stomacheragreeand add flowers there and in her h&y dress rehearsal

Léontinefits into the world of the characters, holding her ownlevstill fitting into the

special world the production awd the character@igure 3.10)

As the dress rehearsgiroceed| watch the actors move feang for the first
time in thishectic production process that these pew@ar clothes | desigml They
came from my imaginatiojust a few months ag&reating auccessfulD imagebrings
great satisfaction, but seeing my color sketawse to life one ofthem being built by
me- inspiresa new feeling of pride. Though proud of the realization pfd@esign, | also
feeltremendouschievement from theay mycommunication at all levels hassults in

this oO60triumphd on stage

Having completed thregears ofgraduate schopl nowembrace the field of
costumeaechnology With the talentsteaching skis and patiencef mytechnology
professorcombined with the opportunitiddrave been allowed to have, | find myself
becoming passionate for sewing. | find myself looking at garments in the store with a
thougt that | couldbuild that, oremoving itfrom the hangr to sudy the constructian
find myself seeking chances to sharpen thdsskdbtained in thesgears | see my

desigrs conneting more to the way | builthe costume, seeingnderstandinghe
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challenges in a build as | creaesketchBecause of my opportunities to learn and
practicemy understanding for construction guides me as | design, helping me fully

realize my work as a designer.
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Conclusion

Looking back to my deconstruction projetimarkthe firstrealbreakhroughl
achievel in my creative growthl come back to this project as the first step of sculpting
my inner artist, leading me to the accomplishments | have made in the past three years.
Eachtechnque | cultivate reveals lessons and discoveries that mesfurthertowards
the masteryThe MFA Costume Design and Technology program here at the University
of Virginia has giverme the opportunity to push past my boundaries as a designer and a
technician. | accomplish things | never saw myself doing, surgaaso | thought |
could beas an artistThe lessosl havelearredand the experienceshvegained make

me realize | am not thsame designer that came into this progiaee years ago.

At the end of my three years, | seg oonfidence in my collalvation gowing
with ead show. My new found sense of easgaillking witha directorand designers
growsfrom working with different people and designing different styles of plays. | create
a betterelationshipwith my fellow designers, each show | wonk @evealing stronger
teamwork and united visionshavelearredto ask questions to help myself find the ideal

vision with the director and design team, creating cohesive visions.

Though always havingada knack for drawing, the pace of my drawigens
more speednd accuracy with character expressioith eachproductionl sketch. |
came into the program with a stylized way of drawing, my characters takigigater
similarity to animation than to real people. Now as | movevérd into the professnal

world, my stylehasbecomes more realistic, proportions correcting themselves through
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my pr of e s s oUsibganydpeedhelpsime gasily revise drawings instantly
keeping upwith the design process and showing my direthat | can inventind

multiple solutions quicklyl amflexible. Transforming my presentation style more

closely matches the style of production than before as the play becomes more important

to me.

My understanding of the ped styles growsvith eachproductionl designand
garments | construckly educationn History of Dressnspiresmy love for all of the
different fashionshroughout history, learning how political and social changes inform
the change of silhouettelsfind that the history | learn in costuming cdscainfluence
the story of the play, these questions being a part of thesialgrk | do with each
script and supporting my understanding of the playwright inspiration to write this story as

a reflection of his/her own culture.

Each production pursueadvances me further into my mastery, sharpening my
skills in both design and technoladyly creativity shines through all my work, each one
evidenceof my talent as well as my growth as an artist. These works allow me to embody
my creative spiritAs | finish out my last semester in my graduate educatiiscover a
readiness to face the new challenges of the professional world. | will continue to learn
through new experiences, using my education to propel me furtieend this

department three yearssar, older, and above all else, a masteny art.
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Figure I. 2: Translating the origina90sfashion plate (eft) with my ensemble fashion
plate (Rght)

Figure 1.3: Translating Thoas Gansborough paintin@_eft) into a painting with my
ensemble (Ryht)



76

Appendix Introduction
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Figure 1.1The Rimers of Eldritckpecial world board showing pictures of community,
period resealt, and inspiration photos.
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g

Sketches of Cora Groves and Evelyn Jackson

Production Photo taken by Michael Bailey

Figure 1.2The Rimers of Eldritckketches of Cora Groves (Left) and Evelyn Jackson
(Right) and a production photo taken by Michael Bailey
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A Street Car Named Desire: Script Analysis

L Given Circumstances

A) Environmental facts
1. Geographical Location: New Orleans, Louisiana, USA. Humid, wet,

and hot. Near the ocean. City. Cramped

2. Date: 1940s. Takes place in the spring, summer, and fall, during
different points of the day. Episodic.

3. Economic Environment: The building the Kovaliski live in is a two
floor flat, in a poor but ‘charming’ neighborhood. Races
intermingle in this part of town

4. Social environment: New Orleans was known as a ‘melting pot” of
races. Because of the new street car networks gave the inner city
upper class the means to easily move in and out of the city. They
left many nice town homes in the city. With all the immigrants and
different types of music, jazz was born.

5. Political environment: With all the immigrants and different types
of music, jazz was born. The amount of women in the work force
increased by 25-30 percent. After WWII broke out, women had to
step up and become more involved in the work force. 1945
Eleanor Roosevelt became a U.S. delegate for a newly established
United Nations

6. Religious environment: Women were becoming more independent
from the image of the housewife. There was a divide from the
‘perfect lady’ and the ‘modern lady’. Men came back from the war,
and women were expected to go back to being the perfect wife.

B) Previous Action: Williams uses this device to recount Blanche’s past,
and how she came to her be at Stella’s apartment in New Orleans. She
goes through many stories, which leaves Stanley suspicious to find the
truth.

C) 1.Blanche: “I am searching for a helping hand.”- beginning

“All people do is take from you.”- Ending
Stella: “I'm in love with love.” -Beginning
“I've had the idealistic glass shatter.” ~ending
Stanley: “ 1 am the top dog.” -Beginning
“1have lost control.” -Ending
2. Stella’s special world changes the most. Stella was living in her own

dream world, but once Blanche is carted off to the asylum, Stella leaves this past
image behind and knows that the real world is cruel.

The play is Blanche’s. We follow her break down, and how she cant fit

into the world, and how that destroys her.

Figure 1.4 (A):A Streetcar Named Desiabbreviated analysis pagne, showing the
given circumstance
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IL Dialogue

A.) choice of words: Blanche is stuck in her past, still speaking as a
southern belle while Stella is drawing away from it.

B.) Choice of phrases and sentence structures: Blanche was a English
teacher, so her sentences are full of rich words and perfect grammar.
Stanley speaks with less intelligence. His sentences come off choppy.

C.) Choice of images created by the word: Blanche paints many fantastical
images with her stories, blurring the lines between reality and
fantasy.

E.) Sounds of the dialogue: The flow is very structured and realistic, The
pace is fast and gives off tensions, especially with Blanch and Stanley.
There words seem to fall over one another.

III.  Dramatic Action
-Blanche moving into Stella and Stanley’s apartment for and unknown
amount of time. Blanche forces the action. Stanley suffers the most
with her being their, because she challenges his intelligence and
power as a man. Stella is the one who changes by the end of the play,
Stanley and Blanche learning nothing from one another.

Blanche: Preform, Acquire, Adapted, Discover, recede, shield,
compose, improve, restore

Stanley: Confront, model, manage, perceive, protect, instigate, teach,
overpower, target

IV. Ideas
A) Meaning of the title: Streetcars were a big form of transportation in
New Orleans at the time. I believe the title incorporates that and the
word ‘desire; is pointed to Blanche- it was the name of the train that
brought her but it also symbolizes that she desires so much. And that
she brings a type of desire out to others she encounters

B) Philosophical Statements:
Men’s Masculinity and Women's Repression
1)Stella: “You come out with me while Blanche is getting dressed.”
Stanley: “Since when do you give me orders?”
2)Stella: “Stanley doesn’t give me a regular allowance/ He  likes to pay the
bills himself”
Sex and the control/ violence it has on society (example: The Rape)
3)Stella: “Why on our wedding night, soon as we came in here- he snatched
off my slippers and rushed about the place smashing light bulbs
Blanche: “ And you let him? Didn’t run? Didn't scream?”
Stella: “I was- sort of- thrilled by it.”
4) Blanche: “What you are talking about is brutal desire- just- Desire! The
name of that rattle trap street car that bans through the Quarter, up old
Narrow Street and down the other.”

Figure 1.4 (B)A Streetcar Named Desiadbbreviated analysis page two, showing
dialogue, dramatic action, and ideas
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5) Stanley: “We've had this date with each other from the beginning.”
6) Blanche “I just want to be near you, got to be with somebody because I
can’t be alone!”

VI. Tempos
- The all over tempo of this play is fast yet tense, the tension building

along with the “Blue Piano” music. The climatic moment in the scene

is where Stanley rapes Blanche.

VII. Moods

Smell. Smog ,spices, salty
Taste. Salt, dry, hot
Touch. Sweaty, static shocks
Sight: bright blurs of color through a smog
Sound: Bass drum with a lone saxophone

Mood: Tragic, somber, electric
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Figure 1.4 (C)A Streetcar Named Desiadbbreviated analysis page three
showing moods and tempo and the character chart
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Figure 1.5 Streetcar Named Desispecial world board, showing the vibrant New
Orl eans, streetcars, and O6The Screamb

n
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Figure 1.6:A Streetcar Named Desioharacter board of Stella (Top) and Blanche
(Bottom)
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Figure 1.7:A Streetcar Named Desioharacter board of Mitch (Top) and Stanley
(Bottom)
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Figure 1.8:A Streetcar Named Desiomlor sketches of Stanley (Top) aktitch
(Bottom)
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Figure 1.9:A Streetcar Named Desiowlor sketches of 8lia
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e, Blanche

Blanche: Scene Three
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Figure 1.10A Streetcar Named Desio®lor sketches of Blanche
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Stanley: Scene Ten Original and Revision

Figure 1.11A Streetcar Named Desicgiginal color sketches matched with their
revisions
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Figure 1.12The Threepenny Opespecial world board featuring pictures of different
types of decay, greed, violence, and some period research
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Figure 1.13The Threepnny Operaesearch pictures
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Figure 1.14The Threepmy Operacolor sketch of GinnyJenny Act two color
sketch



Appendix Chapter 1 93

e fanife 'Uddd;naécaﬁe L

d e &
<
g <
Q +
— y
€ 5
= ) &
3
= 2}
!
o
¢
g G
x
Q J
O £
=~ %
G 3
& E
2
< ﬁ
3
&

2
1N

T

Figure 1.15The Threepnny Operaolor ketches of Mack the Knife, Act One through
Act Three and Wedding with Polly Peachum
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Figure 1.16The Threepnny Oper& ol or sket ches

Figure 1.17The Threepnny Operaolor sketches Tiger Brown
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