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Chapter 1: Statement of Design Concept and Process 

About the Play and Concept 

Machinal is an expressionistic take on the infamous 1927 Snyder-Gray court case – in 

which Ruth Snyder later became the first photographed victim of the electric chair. 

This is one of the first examples of a sensationalized court case and was such a 

coveted event that one Chicago reporter, Tom Howard, snuck a camera into the 

execution room on his leg in order to get a shot of Snyder. He succeeded, and his 

photo stands as a haunting example of societal voyeurism.  

 

The play follows Helen, the Young Woman, who begins as a stenographer in a big 

city and quickly catches the attention of her boss. The two marry, going off on their 

honeymoon, after which the young woman gives birth to a baby girl. The Young 

Woman then finds herself in a speakeasy with her old friend from work and a few 

interested gentlemen, and she ends up having relations with one of them later that 

evening. After this encounter, the woman seems to regain some of her joie de vivre, 

deciding to free herself by murdering her husband with stones from a bowl of lilies 

that she took from the Lover’s apartment. She’s arrested and subjected to a vicious 

trial in which the prosecution villainizes her as the defense desperately tries to 

preserve her character. The Young Woman is convicted, her coveted hair shorn, and 

she faces the electric chair, crying out for her mother.  
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Professor Brian MacDevitt gathered the design team – me, Rochele Mac (set 

designer), Jacob Hughes (lighting designer), and Devin Kinch (media designer) to 

read the play aloud. He was very interested in maintaining a breakneck pace to 

portray that the young woman was pulled along through these societal milestones 

against her will – to marriage, childbirth, and homemaking. Professor MacDevitt 

wanted to find ways to bridge the gap between 1928 and 2020 and shared that the 

Young Woman’s monologues and the pacing of the play drew him to panic attacks 

and the modern phenomenon of anxiety accelerated by an increase in technology 

usage. Professor MacDevitt was interested in exploring the idea of compression and 

expansion within the play, creating moments of calm between the moments of panic. 

He wanted to embrace abstract expressionism by developing an environment in which 

the Young Woman would feel so pressured that it was critically necessary for her to 

attempt to escape. Professor MacDevitt also felt very strongly about telling the story 

from the viewpoint of the woman. He wanted to romanticize moments like ‘Intimate’ 

and encouraged the team to see films like Pennies from Heaven and look at art 

installations by artists such as Anne Hamilton to find softness within the machine. 
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Research 
 
I began researching this play by looking at the clothing worn by metropolitan women 

in the 1920s and 30s. 1927-31 is a specific time period for clothing in terms of 

silhouette. Professor MacDevitt and I discussed early on that we didn’t want the 

audience to feel too overwhelmed by the period but that the costumes needed to be 

the primary time indicator. Because of this, we decided to target the mid-1930s 

instead for silhouette and detail. Silhouettes were a little more decided by then, with 

lowered hems and body-skimming lines. I also looked at office photographs and job 

training films in order to get an idea of how the women would dress at the office. 

Professor MacDevitt loved the imagery of the women typing in what felt like endless 

rows of desks. This idea of multiplication carried into the tiles on the set and the 

blocking of the scenes.   

 

A few meetings into the conceptual development of the show, the entire design team 

was faced with an important question – did the show need to be set in a specific time 

period? We had several discussions with Lindsey Barr, our dramaturg, about how 

particular dialogue set the play very firmly in a dated era. However, the Young 

Woman faces issues that have been topics of debate throughout the 20th century. 

There was a sense of anonymity or genericism with how Treadwell named her 

characters that was supported by timeless costumes. We ultimately agreed on a 

timeless aesthetic with hints of the publication period. 
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I come from a fashion design background, and I often like to look at trends and what 

is happening in runway shows to bring a contemporary feel to my design approach. I 

found Monse, a New York-based brand that for several years has been creating 

clothes with lots of blazers that look like a mens’ suit has been ripped open, flipped 

inside out, and sewn back together. Alexander McQueen, Thom Browne, Hussein 

Chalayan, and Balenciaga are just a few others who in recent years have 

experimented with exaggerating the female form within the traditional parameters of 

menswear. I felt strongly that this idea was a solid visual metaphor for the patriarchal 

systems that the ensemble was constantly subjected to. I also found research related to 

sustainable fashion – regular people who had altered menswear that was worn out or 

ill-fitting into dresses or vests. A new, more avant-garde concept began to form.  

 

Character Design 
 
The Young Woman starts the play in a nondescript brown overcoat and gloves. The 

coat is a direct reference to the one worn by Ruth Snyder, as seen in some of the 

courtroom photography. Professor MacDevitt wanted the Young Woman to feel like a 

musical ingénue. While the scene shifts, she sheds her outer layers and is in a bias-cut 

dress in a soft periwinkle with pleated sleeves and collar. In the ‘Honeymoon’ scene, 

she takes off her dress to reveal a pale blue slip with her garter set underneath. I 

wanted her to feel very vulnerable since it’s her honeymoon night, and she isn’t 

thrilled about consummating her marriage with her stranger husband. In ‘Maternal’ 

she changes to an oversized, desaturate blue hospital gown to show her fragility. In 

‘Intimate’ the Young Woman has changed out of the dress, slip, and garter into a 



 

 

5 
 

softer 1930s baby blue tap pants and bullet bra set. A big part of this scene is a 

choreographed dressing towards the end. The moment is supposed to symbolize the 

Young Woman dressing as the idealized female figure. I researched some of the 

undergarments of the late 1920s to explore the concept of physical and emotional 

restraint with clothing. I found several iterations of a similar garter belt that had many 

of straps and buckles, which reminded me of a straitjacket. I brought this to Professor 

MacDevitt, and we thought through the idea of choreographing a moment right after 

‘Intimate’ where the Young Woman could be pulled around and re-restrained by the 

confining undergarments she was expected to wear out in the world. ‘The Law’ I 

found research from the period that indicated that prison wear for women at the time 

consisted of simple dresses. From one of these images, I developed a drop waist dress 

with undersleeves and a pleated skirt.  

 

After discussing monochromatic costumes for the ensemble, Professor MacDevitt 

mentioned the band The Talking Heads and their lead singer David Byrne, famous for 

his comically oversized suits. The team had talked several times about where to add 

small moments of humor into the show, partly because the rest of it is so emotionally 

heavy, but also because of our ongoing idea of breath moments that are a little lighter 

and almost ironic. Professor MacDevitt also knew that he wanted to start the show 

with an opening dance number, and costuming the entire ensemble in grey, ill-fitting 

suits and white button-downs was a way of showing a solid aesthetic at the top of the 

show while showing the conformity of the world that the audience was about to enter. 

The Husband is such a character, a man that overshadowed the Young Woman while 
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also trying to be overtly charming and smooth in order to keep her attention. I ran 

with the idea of the giant suit for the Boss, first designing a typical grey, double-

breasted suit set. With each character’s appearance in a new scene, the suit would be 

more oversized until the Husband’s head and hands were comically small compared 

to his frame.  

 

‘The Office’ is the scene that we also meet one of the more comedic characters of the 

play, the Filing Clerk. He interjects the conversation with his rhythmic “Hot Dog!” 

and we wanted him to feel the part of the clown with a comically wide tie and 

oversized visor bill. The Adding Clerk is more serious and business-like, though he 

wears a vest made of suit ties in varying shades of grey and white. The stenographers 

wore different iterations of the same idea: skirt suit sets with asymmetric or reversed 

jackets. I referenced Jean Harlow with her bouncy hair and long silhouette for the 

Telephone Girl, who is the flirtiest character in the play.  She also felt like the one 

ensemble member most separated from the machine world, so I designed a dress 

made of pants with gores in a paisley print akin to the lining of a suit jacket and t-

strap shoes. She then switches to a feminine take on oxford bags for the speakeasy 

scene to show her fashionable, modern side.  

 

In ‘At Home’ The Mother makes fun of the Young Woman and her obsession with 

the upkeep of her hands, indicating that she did not often take care of her own self. 

We wanted the Mother to feel like she never went outside, that she was always in her 

house clothes, waiting for the Young Woman and later the Husband to come home 
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with the money and groceries. I pulled much inspiration from Sears and Roebuck 

catalog ads from the 1920s and 30s, as well as Susan Sarandon movies from the 

1980s and 90s in which she had frizzy wild red hair, which was used for wig 

inspiration.  

 

The abstraction of perception continues into ‘Maternal’. The Doctor stands out in the 

play as one of the authoritative male figures to hold the Youn Woman’s life in their 

hands. I wanted to emphasize their corruption by flipping their canonical uniforms 

backward. In addition, I added extra plackets to the front of the Doctor’s lab coat. 

Since the nurses in this scene are the only people genuinely concerned for the Young 

Woman’s health, I flipped their aprons to indicate their involvement in the hospital 

establishment but kept the silhouette and scale of the rest of the costume as normal.  

 

From my background research on Sophie Treadwell and her childhood in California, I 

speculated that she could have encountered someone like the First Man. I wanted to 

find this man that she had probably come across in her travels, a young adult male 

jaded by the hustle of city life who moved out west to live out the new American 

dream. Then I came across images of young John Steinbeck, who immigrated to 

California as a young boy and worked summers as a ranch hand and had that early 

20th century “California cool” factor that I was looking for. I was attracted to a 

specific portrait of him laid back in an armchair with wind-swept hair. I liked his 

casual t-shirt and sport coat combination, which I incorporated into the First Man’s 

costume. I also referenced Southwestern artists in the First Man’s color palette, 
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placing him in indigo, peach, and a dusty gray-green from of one of Maynard Dixon’s 

sunset paintings. 

 

In ‘The Law’ I had the Judge wearing his robes backward, as with the Doctor. The 

reporters wore suit jackets that were made of overlapped, separate suits with 

contrasting pockets and patterns and oversized press cards. Originally Professor 

MacDevitt wanted both lawyers cast as male, but I suggested adding another layer to 

the story by casting both as women. For the Prosecution Lawyer, I looked at 

conservative female news commentators like Tomi Lahren and Ann Coulter and 

designed a dress made of men’s pants with a knit wrap top underneath to feel more 

conservative and almost as if she were weaponizing her femininity. The Defense 

Lawyer, on the other hand needed to feel calm yet confident and comfortable in her 

femininity. I used Marlene Dietrich and Lauren Bacall as inspiration and added an 

additional lapel to one side of the suit jacket, throwing it slightly off-balance while 

using the pinstripe to unify the look.  

 

In ‘The Machine,’ I reversed the Priest’s cassock and added buttons down the center 

front of the garment to emphasize the switch in direction. For the Matron, I chose to 

use an oversized men’s overcoat to mimic the same silhouette as a matron photo from 

the 1930s that I found in my research. For the Barbers, I chose a runway image of a 

white button-down with multiple lapels on one side and applied this concept to the 

traditional short white uniform from the 1920s/30s. 
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Overall, the design team had landed at a strong aesthetic. Throughout the design 

process, my advisor Helen Q. Huang challenged me to re-evaluate my rules for the 

design of the production. She was right that a show with such a stylistic choice 

needed to have strict rules for how each character would reflect the central concept of 

the reconstructed menswear. Before the team discussed final designs, the University 

of Maryland ordered all classes and operations to continue online due to the rapidly 

advancing COVID-19 pandemic.  
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Chapter 2: Adapting the Concept for Digital Production 
 
In the spring of 2020, it became apparent that theatre might not be on traditional 

stages when Broadway shut its doors on March 12th. By the time the University shut 

down and the end of the semester was approaching, the Machinal team had to face the 

reality that we would not be presenting this show on the Kay stage in October. When 

we reconvened in August, our hearts broke all over again when we were told that 

Machinal wouldn’t be happening on stage at all. It was truly disheartening to realize 

that a project we had been working on for eight months wasn’t going to be realized 

and our stage production joined the ranks of many theatrical endeavors that were lost 

to the exacerbating COVID-19 pandemic. Nevertheless, theatre designers are 

resilient, and as Helen Q. Huang has mentioned several times, the design program at 

the University of Maryland prepares us to do anything.  

Process & COVID-19 Safety Protocol 
 
Several factors surrounding the planning of the virtual production required me to 

revisit the overall aesthetic of the design. Due to the University’s safety protocols 

advised by the CDC and the state of Maryland, the occupancy limit of the costume 

shop was lowered, and the drapers were on a rotating schedule so that no more than 

two were in the costume shop at any given day. This meant that my 870 labor hours 

decreased to 385. Instead of beginning the build in August for an October premiere, 

we were now starting the build in January for a February premiere. We didn’t have 

time for all of the reconstruction that I was interested in doing. We were also 
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restricted by production management to only fitting and building the costumes for the 

Young Woman.  

 

We had a new safety process for fittings. The costume shop manager rented out one 

of the rehearsal spaces in the building to have more space for separating during 

fittings. The room had been divided into two sections, one side for the drapers, 

myself, my assistant and one side for the performer, the costumes, and fitting 

supplies. With the costume shop manager on Google Hangouts, the draper and I 

would conduct contactless fittings for the actor playing the Young Woman with my 

assistant operating the camera. We talked the actor through pinning and measuring 

themselves in the mirror. I think one thing that significantly improved this process 

was the ability to have a “pre-fitting” on the dress from with the draper. We discussed 

fit issues and talked through what we wanted to look at specifically with the actor 

before the fitting. This way, after all of the introductions with the actor to the new 

fitting space and format, we could conduct the fittings in a more streamlined fashion. 

Once the costumes and crafts items were built and pulled, I coordinated pickup times 

with stage management and organized costume kits with the help of my assistants.  

 

Research and Development 
 
Professor MacDevitt and I met to discuss the new direction for the costumes. We 

found common ground in that the digital shows we had seen that felt tired and forced, 

and there wasn’t a joy of theatre that’s so apparent in live productions. We talked 

about German abstract expressionist films such as The Cabinet of Dr. Caligari and 
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Metropolis and how productions in that style had a purposeful DIY feel. We also 

discussed the original production of Shockheaded Peter, a 1999 Off-Broadway play 

that combines pantomime and puppetry elements to tell the story of a children’s book 

by Heinrich Hoffman. I expressed my interest in the meta-theatrical makeup and 

analog methods of storytelling. Professor MacDevitt was inspired to run with it, 

discussing ways to incorporate a feeling of “low tech” theatre with the rest of the 

team, knowing that in actuality, we would be using more tech than ever before. I 

recognized early on that this new Machinal was not going to be the original show that 

we had all planned, but more like the experiment of a few mad scientists trying and 

testing new ways of telling the story.  

 

Media designer Devin Kinch had been working over the summer on new software 

that would enable him to superimpose two actors in the same digital space with the 

use of Isadora and green screens. Jacob Hughes sourced lighting instruments that 

could be shipped to the performers’ homes and programmed with multiple channels 

to create several different lighting looks. Rochele selected props to be sent to actors 

and used her half-scale model of the set to film the scene transitions. None of us had 

extensive film experience but we all had to change the way we thought about design, 

in particular how it would be viewed by an audience.  

 
I referenced several fashion editorials, Dr. Caligari, and performance artists such as 

Joe Black and Leigh Bowery to piece together a research plate for the makeup design. 

Professor MacDevitt wanted the cast to feel as involved in the production 

development as much as possible since they were unable to be physically together 



 

 

13 
 

during rehearsals and tech. We decided to present the research to them and have them 

design their own makeup based on their characters. We also decided that the Young 

Woman, the Mother, the Boss, and the First Man would not be wearing intense 

makeup since they were the most real-feeling characters in the play. In the Young 

Woman’s world, they stood out as being more tangible than some of the other more 

extreme characters.  

 

For the ensemble costumes, I wanted to use as much of what the cast had as possible. 

Starting in December, I took the modified piece list and shopped the performers’ 

homes, recording what pieces they or their family members owned. From there, I 

sourced what I needed to fill in the gaps. I also had every ensemble performer in 

some form of an oversized suit jacket as a way of re-imagining the original menswear 

concept and fulfilling Professor MacDevitt’s desire for a unified look for the opening 

dance number.  

 

When reworking the overall costume design for the digital production, I spent a lot of 

time thinking about Professor MacDevitt’s concept that the audience was 

experiencing everything through the Young Woman’s paerspective. I also wanted to 

lean more into the grotesque and emphasize the ugliness of the world that the Young 

Woman was being forced to operate in. As part of the low-tech theatre idea, I decided 

to make some of the exaggerated pieces with cardboard. I worked with Lisa Burgess, 

the crafts artisan, to first develop cardboard prototypes of the growing suits, the visor 

for the Filing Clerk, the vest for the Adding Clerk, and the head mirror for the Doctor.  
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I was interested in incorporating mask work as a way to enhance the close-up shots 

that can be achieved using Zoom. The first idea for a mask was stuffed nylon that 

vaguely resembled the musculature of the face, built out of recycled hosiery with 

varying skin tones. This mask was a potential idea for the stage production, but 

Professor MacDevitt and I agreed that it felt better in the new digital world that we 

were experimenting with. I took inspiration from the show The Twilight Zone and 

female sculptors such as Anne Bothuon and Rosa Verloop, who use similar materials 

to manipulate the face structure. For the other two mask ideas, I wanted the visual to 

be disturbing but flexible enough to fit in any of the scenes since we were figuring out 

exact placement in rehearsal. For the second style, I used vintage Halloween masks 

that were cut in half, reinforced, and attached to regular fabric PPE masks. The third 

design referenced Gareth Pugh’s Spring/Summer 2016 collection with nylon masks 

that felt bank robber-like and loud makeup painted on the front. I liked the tie-in to 

the other nylon masks and made the makeup monochromatic in order to fit in with the 

rest on the costuming. 

 

Another area of development with the digital production was the use of some pre-

filmed moments. This allowed Devin the opportunity to play with some dramatic 

overlays in certain scenes, diversify transitions, and also solved the intimacy issues in 

the play. Because the Young Woman and the First Man couldn’t be together on stage, 

Professor MacDevitt and the choreographer Kendra Portier developed a dance 

performed by a dance graduate and her partner. By then, the ‘Intimate’ scene had 
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evolved from a bed of flowers to moving white fabric, making the scene feel very 

dreamlike. The rhinestoned undergarments created a very soft sparkle on both of the 

dancers on film. We also filmed a few other moments in silhouette for transitions and 

some of the spoken-but-not-seen roles. I created looks from the costume stock for the 

singing mother in the ‘At Home’ scene and a dancing couple for the transition into 

‘Prohibited’. For the shoot, my colleague Austin Blake Conlee designed and styled 

the wigs for the Young Woman. On the shoot day we wore PPE masks, visors and 

maintained a distance of six feet from the dancers while instructing them how to 

adjust the costumes and place the wigs from afar. We worked our way through the 

shots, ending at the scene where the Young Woman’s head was shaved.  

Transitioning to Black and White 
 
Another development in the digital production was the change to a completely black 

and white picture, which happened during the rehearsal process. Every member of the 

design team had some element of film noir in their stage production research, and as 

Devin and Jacob worked to key the actors out of the green screens for the digital 

production, the dark pixels that occasionally showed up during the process reminded 

them of the flickering of old movie film. It made sense to all of us, and we felt like it 

helped to enhance the story in this digital medium. This meant that the Young 

Woman wouldn’t be in color anymore, but after several tests on Zoom using the black 

and white filters, we found that the print of her dress was still reading as a dainty 

floral. Most of the costumes had been shipped to the actors before the final decision. I 

had to do my best to adjust the contrast in black and white by shipping additional 

items or pulling others from the actors’ personal belongings. I also worked with 
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Devin and Jacob in tech to adjust the contrast on some of the costumes with light and 

exposure.  

Tech During a Pandemic 
 
One thing that made tech a lot easier for costumes was the use of Zoom and its 

capabilities. Stage management opened up breakout rooms for each area during tech, 

creating a virtual dressing room for me to meet with the cast and answer any 

questions regarding the performers’ costumes, hair, or makeup. I used this feature 

during the start of tech to walk each actor through a basic makeup tutorial and answer 

any questions about hair. I showed them each product in their makeup kit and what it 

was used for, as well as proper removal and skincare techniques. As tech went on, 

Jacob and I observed that some actors bounced a lot of light in their makeup, and 

some didn’t. To compensate for this, we had several actors increase the amount of 

shading on their faces and necks to bring their faces out and add more dimension to 

their features. The Zoom chat feature was also beneficial during tech because it 

allowed me to direct message an actor and give them a note in a matter of seconds, 

which was much easier even than a regular tech process. They knew that, for the most 

part, they had the knowledge of the entire design team at their fingertips and could get 

our help in a matter of keystrokes.  

 

The only major edit that I made after the design run was to the Young Woman’s dress 

for ‘The Office’ and ‘At Home.’ Professor Helen Q. Huang suggested that because of 

being in black and white, the Young Woman’s pleated sleeves and collar on her day 

dress appeared very luxurious, something that didn’t make sense with her humble 
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upbringing. I was able to have the performer use the simpler rehearsal dress that she 

was given to wear during the first two scenes before she marries the Husband and 

assumedly has more money for the finer things.  

 

We did lose some tech time due to inclement weather, and the opening delayed to the 

matinee on Sunday, February 28th. Due to the schedule change, two performers had to 

serve as stand-ins for several roles. I worked with those actors to find items they 

already owned that would work for their new characters.  

Reflections 
 
I came into the graduate program at the University of Maryland knowing that I had 

good instincts, experience with fabrics and construction, and a willingness to learn. I 

had also expressed to my advisor, Helen Q. Huang, that I was resilient and could 

handle anything thrown at me. Those qualities were put to the test during the 

development of Machinal. At the beginning of my graduate career, I was proud of my 

work but lacked the confidence to speak up about my ideas or to question ones that I 

didn’t necessarily agree with. I can say that all of my experiences in the program, 

including assisting Helen Q. Huang and my independent design opportunities, 

provided me with the ability to advocate for myself on Machinal more than I’ve ever 

done before. I made many suggestions in the process of both the stage show and the 

digital performance that stuck throughout development, including the monochromatic 

ensemble, the low-tech theatrical style, and the avant-garde makeup. I also had 

productive conversations with Professor MacDevitt about the feminist themes in the 

play and how those affected the audience’s perception of the Young woman’s male 
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counterparts. Combined with cast discussions, we revisited the roles of the Husband 

and the First Man, making the former less of a threat than the latter.   

 

There were definitely things I would have done differently if I could experience the 

process again. There were COVID-related factors outside of my control that were 

addressed as they came up, like labor delays and increased safety protocol in the 

costume shop and fittings. I had several moments where I had to pause to process new 

updates and developments concerning pandemic-related changes, and I was able to 

take time, breathe, and strategize how to move forward with all of the brilliant people 

who helped me along the way. Given extra lead time I would have worked with Lisa 

to push more of the contrast on the masks and cardboard costume pieces in order to 

help them stand out in black and white on screen. I also would have had more of the 

crafts items in rehearsal earlier so that the cast could have more time to work with 

them. I would have worked with the actors more on their makeup to increase the 

contrast on all of them and help them to have a more cohesive level in each design. I 

do think the energy of this pandemic-era production kept everyone motivated and 

positive throughout the process.  

 

With Machinal being such an experimental piece of theatre, I think there was much 

less pressure, at least for me, to create what I thought was the “perfect” production. I 

took the opportunity to treat this show like an intellectual playground, experimenting 

with different concepts and ideas that didn’t all make it to the final presentation. 

Professor MacDevitt helped to encourage an energy of play in the room that made me 
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feel comfortable to speak up and ask questions about the storytelling. I suggested 

puppets, and we tried puppets. They didn’t make it to the final cut, but the designs 

were complete, allowing me to work more with the props department and crafts, and 

since we had finished puppets we were able to interrogate the idea to its fullest. This 

was a practice that happened several times for this show, and I’m very grateful for 

being part of those opportunities. Creating a massive digital work like this show was 

a feat in and of itself, and I couldn’t be prouder of myself and my colleagues for what 

we managed to accomplish given all of the extraneous circumstances.  

 

I have never been more in sync with a creative team in my time as a costume 

designer. Because we were doing so much of the work remotely, we learned during 

the fall that having separate conversations wasn’t going to help any of us. During the 

winter, we tried to have weekly meetings to discuss any updates or changes as a 

group so that we were on the same page going into tech. Being in the same room 

during tech helped all of us emotionally, I think, as it was the first time we had been 

at a tech table in nearly ten months, and there was so much privilege in being able to 

be masked, distanced, and working in a theatre space again. Being able to project 

Devin’s computer feed onto the big screen in the Kay theatre also helped us to work 

through any issues that were happening in real-time, and with more eyes on the 

footage, we could try different suggestions as they came up.  

 

I genuinely feel that Machinal became the culmination of three years of personal and 

professional growth. I had worked to curate my voice and learn when and how to use 
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it. I reached out to my fellow designers more than ever to collaborate and test ideas, 

celebrating both achievements and failures. I also honed my patience and 

adaptability, taking each challenge we were faced with and working out new 

solutions as the show developed. I’ve learned so much from this program, and I think 

Machinal was the best result of that.  
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Chapter 3: Research for Stage Production 

Concept Meeting Research 
 

 
Figure 1: Dramaturgical Research on Ruth Snyder and Sophie Treadwell 

 



 

 

22 
 

 
Figure 2: Visualization of Panic attack; artwork by Lee Krasner, Cecily Brown, and Monica Rohan 
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               Figure 3: 1930's Clothing research 
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              Figure 4: Stylized Period Research from Fashion 
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     Figure 5: Emotional Research; art by Nina Leen and Maria Farmer 
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Figure 6: Women’s Period Mashup Research 
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Figure 7: Men’s Period Mashup Research 
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Final Stage Production Research 

            
Figure 8: Reconstructed Menswear Research 
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Figure 9: Reconstructed Menswear Research for Ensemble 
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Chapter 4: Renderings for Stage Production 

Final Renderings 
 

 
Figure 10: Episode 1 Costume Renderings 
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Figure 11: Episode 1 Costume Renderings: Continued 
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Figure 12: Costume Rendering for the Mother 
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Figure 13: Costume Renderings for Episode 3 
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Figure 14: Costume Renderings for Episode 4 
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Figure 15: Costume Renderings for Episode 5 
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Figure 16: Costume Renderings for Episode 6 
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Figure 17: Costume Rendering for Husband, Episode 7 
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Figure 18: Costume Renderings for Episode 8 
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Figure 19: Costume Renderings for Episode 8, continued 
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Figure 20: Costume Renderings for Episode 9 
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Chapter 5:  Research and Development for Digital Production 

Research 

     
Figure 21: Puppet Research for Digital Production 
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Figure 22: Mask Sketch for Digital Production 

   
Figure 23: Makeup Research for Digital Production 
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Figure 24: Mask Research for Digital Production 
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Chapter 6:  Draper Packet and Crafts Photos 

 
Figure 25: Draper Packet Preparation for Young Woman Look 1 
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                Figure 26: Draper Packet Preparation for Young Woman Look 5 
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                Figure 27: Line Drawing of Young Woman Look 5 for Draper Packet 
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       Figure 28: Draper Packet Preparation for Amontillado Man Vest 
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Figure 29: Amontillado Man Vest in Progress on Form; Front 

 
 

 
Figure 30:Amontillado Man Vest in Progress on Form; Back 
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Figure 31: Draper Packet Preparation for Flesh Masks 
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        Figure 32: Flesh Masks in Progress 
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Figure 33: Draper Packet Preparation for Nylon Masks 
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Figure 34: Draper Packet Preparation for PPE Masks 

                              
Figure 35: PPE Masks in Progress 
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Figure 36: Draper Packet Preparation for Cardboard Growing Suit 
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Figure 37: Draper Packet Preparation for Cardboard Tie Vest 
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Figure 38: Cardboard Tie Vest with First Layer 

 
                                              

 
Figure 39: Cardboard Tie Vest with Top Layer 
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Figure 40: Draper Packet Preparation for Cardboard Tie and Visor 
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Figure 41: Draper Packet Preparation for Cardboard Doctor's Mirror 
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Figure 42: Finished Cardboard Visor 

 
 

    
Figure 43: Finished Cardboard Doctor's Mirror 
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Chapter 7: Fitting Photos 
 

 
Figure 44: Fendering and Fitting Photos for Young Woman Look 1 
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       Figure 45: Rendering & Mockup Photos for Young Woman Look 8 
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Chapter 8: Production Screenshots 

    
Figure 46: Production Screenshot from Episode 1 

     
       Figure 47: Production Screenshot from Episode 1 
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                Figure 48: Production Screenshot from Episode 1 

  
Figure 49: Production Screenshot from Episode 2 
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Figure 50: Production Screenshot from Episode 3 

 
Figure 51: Production Screenshot from Episode 4 
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Figure 52: Production Screenshot from Episode 4 

 
Figure 53: Production Screenshot from Episode 5 
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Figure 54: Production Screenshot from Episode 5 

 
Figure 55: Production Screenshot from Episode 5 
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Figure 56: Production Screenshot from Episode 6 

 
Figure 57: Production Screenshot from Episode 7 
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Figure 58: Production Screenshot from Episode 8 

 
Figure 59: Production Screenshot from Episode 8 
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Figure 60: Production Screenshot from Episode 8 

 
Figure 61: Production Screenshot from Episode 9 
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Figure 62: Production Screenshot from Episode 8 
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Chapter 9: Paperwork 
 

Original Costume Shop Estimate 
 

 

Figure 63: Original Costume Shop Estimate 
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September Shop Estimate 
 

 

Figure 64: Updated Costume Shop Estimate for September 
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Shop Estimate for Digital Show 
 

 

         Figure 65: Final Costume Shop Estimate for Digital Production 
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Costume Piece List for Stage Production 
 

 
Figure 66: Costume Piece List Page 1 
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              Figure 67: Costume Piece List Page 2 
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            Figure 68: Costume Piece List Page 3 
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Figure 69: Costume Piece List Page 4 
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              Figure 70: Costume Piece List Page 5 

 



 

 

78 
 

 
Figure 71: Costume Piece List Page 6 
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Figure 72: Costume Piece List Page 8 
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Figure 73: Costume Piece List Page 9 
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Piece List for Digital Production 
 

 
Figure 74: Digital Costume Piece List Page 1 
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Figure 75:Digital Costume Piece List Page 2 
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         Figure 76: Digital Costume Piece List Page 3  
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   Figure 77: Digital Costume Piece List Page 4 
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                                                        Figure 78: Digital Costume Piece List Page 5 
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      Figure 79: Digital Costume Piece List Page 6 
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       Figure 80: Digital Costume Piece List Page 7 
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