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INTRODUCT ION

The precess of designing suscessful costumes for a
theatrical preducstion is & leng and invelved ens. It entails
boconing familiar with a soript; its characters, its awrs,
its purpese and, in the case of aa histerical werk eor
*poried” plece, it alse means a vast ansunt of ressareh intve
that era in which the play is set. One must immerve eneself
in the histery ef the peried -~ the nanners, ewstens, fashionms,
1iterature, architechture, ars, and religien -~ in an attenmpt
te sapture the 1ife«atyle or flaver ¢f the timss.

Cnoe ene has adserded a sufficient ameutt of this
*flaver,” one turns again teo the seripyt and with the needs
of the preductien at hand firmly in mind, one degims te form-
ulate a design scheme or appreach te the predustion that
will fuifill these needs and make & Gchesive statemeat adeut
the drammtic theme ¢f the play and the directer's purpese in
produsing the play.

In tezus of costume design, this iavelves making visshle
the intellectual sensept of a play and {ts charasters threugh
sholees of esler, fabdris, design metif and chelices of asces-
series. NIy means of these chelces the designer saa sstadlish
or reinferee sharaster relatisnshiys, previde the preper

dramatic fecus for seenes within the play, cemplimeat the
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evenis of the plet, set the peried and lecale of the preduc-
tien, and make a clear, imstant visual statement cencerning
the persennlities of the parsens invelved in the plet,

This study censiste of the smpplication ef the design
precess to & hypothetical preduction of Gesrge Etheregs's
play 220 Jian of Nede oF Bir Pepling Flutter. The stresture
of the paper will fellew as clesely as pessidle the strweture
of the design poecess itself, This precess divides iteeslf
saturally iate twe parts; rescarch and design; ssosrdingly
the peper will de divided inte %we ehspters, the first een-
taining the pertinsat rescareh materials, and the secend
cantaining the dasign appreach and the readerings themselves.

Chapter One is divided inte tAres sestiens. Sectien
One is an asesunt of the ressareh iate the daskgrewad of the
Resteration peried in England, the peried in whieh the play
was witten and alse takes place. Sectisn 2wo is an analysis
of the play itself; its inherent limitations and pessidilities,

with an explanation of the predustion appreach te de taken,
Section Three is & swmmary of sections ane and %we Vegether
with a synthesisation of the researech sestions inte a design

appreash,
Chapter Twe deals with the astual designing of the

costumss and the decisions iavelved ia yeaching a viswalisa-
tien of the intellecstual appreach arrived at in Chapter Ome.
IV i made wp of twe sections: ZThe first censiste of a
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digoussien of the design relatienships and the overall viswal
scheme of the play; the secend censists of the designs them-

selves accompanied by descripiions of fahries, materials,
and information en patterns, trimmings and construstion
techniques,

The paper cenclwdes with a drief discussion of the
entire project and an evaluation of its merit.

A werd on the limitations of this stady. Only these
historical aspects discovered in the research that pertaia
directly ts the play with which we are concerned will de in-
cluded in this paper, No atterpti is made to go into Resters~
tion ethics more thoroughly than is necessary. we ave ealy
esaserned with the historical Backzrownd as dackground; it
1s iatsaded to Do wsed merely as & dage for the design
precess, Since within Ihe ¥an of Node itself we are dealing
with a specialised stratum of sociely, the wpper class, swr
research will be ssncerned only with this class, and the
effects ef the custems and philosophies of the time an them,

It is impertant to note, that sincs this predustiea is
Aypethetical in nature, there sas no directer invelved,
Therefors all decisions ef a directerial nature were made
by the designer. 7This will result, hepefully, ia a greater
wmity of coneeps, Sut the desizner makes ne pretensions %o
faciclity in direcstism, and these decisions made W hor will
o frem strietly the designer’s view.
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The paper centains ens appendix that concerns itself

with seme general comstruction techniques te de empleyed in
the Wilding of the cestumes,



CHAPTER ONE; RESEARCH

SECTION ONE: A BRIEF SURVEY
THE RESTORATION PERIOD

The seclety ¢f the Resteration may de viewed as in large
part the preduct of twe breadly eppesing sets of traditions:
on the ens hand Christianity and Christian humanisa, the
*hereic™ tradition, the hensst-man traditien, and the tradi-
tien of courtly leve; en the ether, philesophiec and meral
1ivertinism, achizvellian and liedbsesian cencepts as te the
aature of man, and Machiavellian ethics.® Against a streng
Nedieval heritage of Christian ethics and its strict meral
cedes of beohavier, its dectrime of Nan's Fall fream Grase and
the necessity of his redemption threugh faith alens, the
Seventeenth century saw a shift of emphasis from the spiritwal
%o the empirical, Faturalism, lidertinism and skepticisa
replaced faith and redemption threugh self-denial as guides
<0 1ife style, particularly smeng that pertien of seciety
with which we are concerned in the cemedies of the peried.

0f these three characteristics, Naturalisa is the mest

1underwood, Dale. Etharege and the Seventeenth-Gestury
Cemedy of Manners. New Haven:; Yale versity Press, 1957,




fundanental to an understanding of the Seventeenth Century
Truewit. In his Ddook The Resteration Comedy of Wit, Thomas
He Fujimura defines Naturalism briefly as "a peint ef view
which excludes the supernatural and accepts the empirical
methed.*? He trases this view back te the Greeks and the
philesephy of Epicurus, as set forth by an'uu.’ In turn,
Christianity set wp a transcendental werld inaceessible te
reasen, reashed enly by faith in the Grase of God, The
Reaaissance and the seveatseath ceatury marked a returm to
the ut-mum point of view, with a revival of Epicurws
and Lucretius and the centridutiens of such men as Galllee,
Newten and Ceperniocws te the fields of physical sesience. The
Copernican theery (and Galilee's subsequent preef of i)
alens was & direct dlow ta the deogma of Christianity, and
once the deer was opened te doudt, many became skeptical of
religien as a whele,

Oonse the earth was ne leager the center of the universe,
1t was aifficult to regard man himself as the ultimate aim
and purpese of creatien. The impact €f this and ether dis-
coveries preduced an attitude of skepticisan ameng men of
rationalistic dent, Added te these atiasks frem witheut were

2Pujimra, Themas i, The Regtoration Comedy of Wit.
New York: Barnes & Neble, Inc., 1968, p. #0

14,
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the schisms within the Church itself (i.e., Calvin, Luther)
and in England the political disorders of the middle of the
century, The Rarl of Clarenden wrote that the Civil vwars

broks down moral and social standards and promoted individue
alism, for "every one did that which was good in his ewmn
.’.lc'. ,

Among thinking men there was a general suspicion of
dognatisn in sny form.5 This distrust of dogmatisa and the
skepticisn of estadlished deliefs are in large part ascounte

adble for the cynical wit in Restoration Comedy,

Perhaps the most influential men in forming and codi.
£ying the Restoratiem ethic was Thomas Mebbes, le was &
favorite of Charles II and was frequently at court during
his stay in Lendon, Since Als sejourn in that city extended
from 1660 to 1675, ths year defore the presentatiom of The
Fap of Mode, we ocan assume that Etherege was at least Zamiliar
with his views if not with the man, Buckingham, a great
friend of Etherege’s is credited with having intreduced

Hobbes to cmxos.‘ and Dryden was another mutual friond."

bciarenden, Baward iyte.
Slarenden. Oxfexds 1759 DBeok II. pe 39,

Srujtmra, p. 82,

SBurnet, Bishep, Higtery ef iis Ows Timgs Lendens
1818, DBeck I. p. 108,

7&31-::..‘ Pe M,



Awdrey, in his Brief Lives, charasterises Nebbes as having a
“sharpe Wits;" snd "deing maturally of a eheerful and pleasaat
hmmeur, he affected met at all austerity and gravity and te
100k severe,” and says hs was well-leved "for Ais pleasant
facotisusnses and geod-nature.*® Thess qualities wowld have
made hin & woleome member of Rtherege's eirele,

Nodbos wos & maturalist and applied Ais theeries te
religisn, paychelegy, sad sthics:. In his amalysis of haman
axture Kodbes linited himself % these aspects which esuld
b deserided piynislegieally or payshelegisally and excluded
any referenses ¢ e soul o the censciencss “"Nan's nature
is the sum of his matural fasulties sad powesw, as the fae-
ulties of mutrition, motion, gonsration, sease, reasen, ote.
These powers we 40 wasninmsusly eall matural, and ayve ogn~
talned in the definition of man, wnder these werds, animal
and yational.*? The seticnal fasuities ke divides inte twes
the fansy and the Juignent. The fanoy is regarded as the
sreative faculty, sapadle of synthesis ia diseevering simili~
tudes in disparate things; the juigammt he regarded as & me¥e
purely ssmalytieal fasulty timt @iscovered dissimilitudes in
things patently aliks. Noth these faculties were commenly

Moddes, Themms, m#mmuam.
Lenden: 1839. “"Numen o Do &4
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thought of as Wit, aseording to Kedhes.)® oa the animal side
of the ledger, Hedbes Belisved that mam is metivated W %we

basic pessions; aversion and deeire. Mppiness is a feeling
of well-being due %o the satisfaction of ene's sppetites, and
4% is possidie enly through censtant astivity and comstant

satisfastion.}?

Thess views of Hedbes were Velstered Wy the revival of
Bpicureanisn, which MW 1676 was se familiar teo the edwonted
theatre audiense, that the spening seens of shadwell‘'s Yirtusse
Pressnts a young gallant lawding the "great lwmcretiwe: Thew
prefound Creacle af wit and Semsel® The interpretation of
Epioureanisn peculiar to the Resteration is commenly tezmed
Lidertinisn 3y the mdr eritics, aad is dest sumed wp W
Reoshoater as ot dowm by Burset: “And e theught that all
ploasure, when it did net interfele with thess (et %o hurt
others ok profudice his health), wes to b indulged as te
gratification of our aatural agpetites. It sommed waressen~
adlie % imagine these were put inte & man enly % ¥ Fe-
strained, or curbed to sueh & marrewmmess: This he spplied
to the free uwse of ¥ine and Wemen,1?

“o'lMl P 18,
M1nid. 9. 48, Precis of Neddes. juman Natuge. VIL, 5.

uluut.cnhﬂ. mrﬁum;g%m?gg
otthwmo . s
1680, pp. 38-39.
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This was the persomal philesophy of ene of Etherege’s
clesest friends, a man who was censidered %o de the image of,
17 net the model for; the charactar ef Dorimant,l

Kobdes is even more explicit in his Gescription of the
psychelegical traits ef the natural man, as when he pictures
young men as "visleat in their desires. Prewmpt % emecute
thelr desirves. Insentinent. Incomstant, easily foresaking
what they desired bdefore. lLenging mightily, and seen satise
fied,” He alse nees them as "levers of nirth, and by eense-
quence such as leve te jest at others.*l’ s then, has

bocams & rational snimsl, whose main comncern at all times is
the indulgence of and the satisfaction ef Als every desire,
IS remains dut to add a dash of the Machiavellian cemcept of

the end Justitying the means to have the csmplete picture of
the Resteratien lidertine - an sgressive, selfeinterested
person, whe wses his aggressivansss te satisfy his “natural®
appetites, |
As with any "new® er recurrent philesephy, Libertinism

was by RO msans espoused by seciety as a wiwle. Evea withia
our specialised werld of Leadea wpsr-class seciety, the
predoninant pertion of that seciety remnined firmly enseenced

see Underwoell's
Century Comedy ef Manners, Chapter 2,)

1%icuhes, The Eagiish werks. Beek VII. pp. N66-A6T.

ot I\
u.,.gﬁ:f“h""“' of Libertinism in the tera-




11

in the Christian ethic and its stringeat moral code. The
*asw philesephy” was halled Wy the younger contingeat and the
probliems of making that philesephy eperative within a seciety
basically and fwndementally eppesed to it gave rise % such
senflisting attitudes as the individwal versus seeiety, free-
dom versus restraiat, self-iaterest versws ebligation, and
pleasure versws virtus. In order % impleonsat his chesen
1ife-style, the Libertine was foseed to appear %o do espousing
ent that was in fast antithetical to it, This led %o a con-
cern with and the develeopasnt of a system of relating passiea
$0 "reasea,” reasen te aature, and agpearancs te reality, all
of which can be reduced te the prediem of the relatisnshipy of
asture and ars,

The funstion of art was teo pander te mature Wy cencealing
13, and art thus became primarily aa instrumeat of deception,
aggression, and power.l5 But ene must met forget the Nplewr-
ean’s preceswpation with the “whele man,” which was shared Wy
the Lidertine. Ne was just as conterned with his nind and
115 stimlation as he was with his bedy.’® he titlllatien
of the nind that was afferded 2y wit was cansidered t%e de the
*aebler” pleasure, and, as evineed Wy the oemedies, wit was
8 primary cencern of the Resteration Lidertine and the

Lynderweed, p. 39,
l"IMc P 30,
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ponsession ¢f this quality to be desired adeve all things.
A note en ledbes' theery of lawghter will de impertant here
e our wnderstanding and appreciation of the wit in the
oemedies, lis theery of laughter, as might deo expected, is
an ogeistic ene, ascerding te which men lawgh frem a swidea
 realisation of their superierity ever semsens slse.l? ais
laughter is turned against these individuals, cwsbems, imeti-
tutions, and dogmas whieh obeotruct mature or "truth® o
foxce 1t in sems masmer, as excess of any kiand gees against
the deetrine of Epicureanism alse. The eemsern fer truth as
aature is the sharasteristic which in mederm eyes may save
the Lidertine frem Voing merely & oelfish animal preying wpea
sesiety., Detause of this ceoncern fer truth, mweh of the
Libertine’s metivationsl astivities can Do canstrued as a
desire to expese oertain conventions (swch as the centemperary
custen of arrenged marrisges) as falsely based and therefere
neoaningless and frawndniedt sinee they o against sature.
thus his attacks ea peligien, rather than being dirested
against the institution of religion iteelf, are mest often
divested against the clergy for such funlts as avariee, smbi-
Sien, hypesrisy, lechery, lask of charity and trws faith, all
of whiech are qualitios antithetical to the dectrines of
Christianity itself and therefere cause & lask of ity

17&0 Pe P
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within the church, which is abhorreat te the Libertine,

Against this intellectual background, it is well that
we take a cursery glance at the actual secial activities ia
which the pecple of our special interest were engaged. lNours
were given ever te dancing, herse-racing, coek-rfights, dil-
liards, cards, chess, floor games and gay masquerades. The
greatest spert of the cours, however, was romantic intrigue.
As in France, wemsn were allowed equal moral license to mea
and marriages were contracted as property settlements rather
than as remantie uniens., “Wives we choese for eur pesterity -
mistresses fer eurselves.*}® Ihe attitude of Restoratien
society toward marriage was perhaps not peculiay to it, dut
the pudblieity of that attitude was unprecedented as was the
Restoratien’s single standard of merality for deth sexes,
This single standard enly seems to apply te married women
hewsver, and & single girl was still fereed te try and satisfy
her desires within the confines of marrisge if she ceuld
edtain 1%,

The formality of mamners at Court and in high sesisty
was in part the result of the Caristian cede of virtwe and
its predilictien for asexwality ia the relatienshipy bdetween
the sexes, a8 well as doing ocempounded of a heritage of pamp

Wyir0en, John Nareld, f&%&%' New York:
Fazrar, Strm and Young, 19 Quotes from the
mmxotcugvmim,mmaw
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surrounding absolute monarchy and the new emphasis upon them
as being the ideal cover for naturalistic man pursuing his

vocation. Charles himself was a model of manners and the
example of his courtesy and charm spread through the upper
classes, leaving the mark of ceremonious grace on English
life. Men kissed esach other on meeting and saluted a lady
upon being introduced to her. Ladies in London received
gentlemen visitors while still in bed, as was the custom in
Paris at the time., There was an invigorating frankness, a
scorn of hypoorisy, in the literature, the Theatre, and the
Court,.l?

Men outdid women in the extravagance of their attire,
Huge powdered wigs were worn with what was to become, with
slight variations, standard male attire for all succeeding
generations up to and including the present; ocoat ( jacket),
shirt, waistcoat (vest), and breeches (pants). All men were
clean-shaven, although a few prised small moustasches, and
most wore swords on all ocoasions., Their clothes were made
of velvets and satins and were trimmed with all manner of
laces, lacings, braids, ribdbons and frills. One hundred

yards of ribbon were deemed to be frugal in the garniture of
a single ensemdle during this period.

19purant, will and Ariel. The Story of Civilisation:
Volume VIII, The Age of Louis XIV. New York: Simon and
Schuster, 1963, Pe 273,
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Women, while somewhat subdued next to their esxcorts,

also powdered and perfumed their hair and most added false
curls and hairpieces to achieve the desired elaborate effects,
although they did not take to wigs until some time after 1770,

The enhanced their beauty with paint, powder and patches (as
did most gentlemen of the period) and were also given to
lavish trim on their gowns. Dresses bared the shoulders and

often an incredible amount of bosom if it was there to de
bared, Skirts were long and began to be looped back to dis-
play an underskirt during the latter half of the period.

It was an "age for which life was an accepted pageant,
in curiously observed, stuff for a finished epigram - there
was form; and there was bad form, The whole duty of man was

to f£ind the one and to eschew the other.2? In this "pageant,”
extravagance was de rigueuer. Life, which became ceremonious
again following the restoration of the monarchy, required

elaborate equipment, Large formal meals required large
numbers of formal servants to prepare and serve them., Large
coaches required drivers and footmen, palaces needed dutlers,
maids, pages, and domestic staffs to keep them. Ladies and
and gentlemen both required personal servants to help them
with their elaborate clothes and hairstyles.

when Charles II returned to England in 1660 and the

2°Palmor. John. The Comedy of Manners. London: 1913.
Pe 91.
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theatres formally reopened, they reopened as coterie theatres,
Elizabethan audiences had kept as many as nine large popular
theatres going; Restoration audiences supported two small
private ones, The theatre had become distinctly an upper-
class diversion and monopolies granted by Royal Fatents kept
1t that way.2l

In addition to the theatre, the nobility threw themselves
into an exhausting social round of activities such as recep-
tions, balls, dinner parties, luncheon engagements, horse
races, and voracious bouts of private gambling as well as the
myriad Court functions they were required to attend., Any new
diversion was eagerly welcomed,

Coffee was introduced to England from lurkey circa 1650
and the use of it to overcome drowsiness and to stimulate the
wits soon spread its popularity. By 1700 there were 3,000
coffeehouses in London alone. Every man of any account made
one or another of them his regular rendegzvous. ULryden, Addi-
son and Swift, and others of their profession had meetings
and seminars in coffeehouses regularly.

In its constant search for distracifion, its hunger for
the new and uausual, and its enjoyment of any and all things,
the society of the Restoration is best summed up once again
by Thomas Hobbes - “"semper idem sentire idem est ac nihil

zlﬂolland. Norman N, The First Modern Comedies.
Camdridge; Harvard University Press, 1959, p. 10.
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sentire” - always to feel the same thing 1s the same as to

feel nothing,.22

22Durant. Pe 551,



SECTION IwOs ANALYSIS OF THE PLAY
AND THE PROBLEMS RELATED TO DESIGN

The Man of Mode or Sir Fopling Flutter (1676) was the
last in point of time of three plays by Sir George Etherege,

the other two being The Comical Revenge (1664) and She wWould
if She Could (1668). It is a five act play of the type com-
monly referred to as Comedy of Manners, but which we shall
be alluding to as Comedy of wit throughout this study. For
our purposes herein, we shall define Comedy of Wit as that
genre, peculiar to the Restoration period in England (1660-
1700), which had as its sphere the contemporary social mode
of life, where wit was the ultimate weapon in a constant war
between the dictates of custom (Art) and the "reasonable”
dictates of Nature,

Insofar as plot is concerned, The Man of Mode is neglig-
idble. There is, perforce, a story line or two upon which to
mount the scenes; Dorimant has three love affairs in the
works; one past, one present, and one future, and the main
thread of the story traces his progress from one to the other,

There is also a kind of sudb-plot in the love triangle of
014 Bellair, Young Bellair, and Emilia, but all this merely
serves as a backdrop against which Etherege displayed some of

the most engaging and ugforgettable characters of the entire
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dramatic period,

Etherege’s great strength, and indeed one of the salient
features of comedy of wit as a whole, is his realistic por-
trayal of contemporary life. He was himself a wit and an
intimate friend of many of the young rakes of Charles II's
Court, from which he received two amdbassadorial appointments
and a peerage, and a reputation as one of the faster young
men about town. Thus he was amply prepared to picture
Restoration Court society upon the stage; he was in tune
with it, he was of it.

The Man of Mode abounds in references to the real world
of England in the 1670's. In Act I, Dorimant refers to
venereal disease, which was rampant at the time: “...the
next clap he gets, he shall rot for an example..."” Medley's
speeches in Act 1I, Scene 1 are filled with allusions to
contemporary card games, ballets and romantic intrigues,
which filled the lives of members of society during the
period, Visards (masks), drinking, play-going, and the
hadit of walking out to see and be seen by one's peers are
all mentioned frequently in the socript as commonplace pastimes,

Etherege drew his characters as well as his themes from
real life and did it so well that one of the amusements of

the wits of the day was assigning originals to his principal
characters, Lord Rochester was popularly supposed to be the
pattern for Dorimant, Sir Charles Sedley for Medley, and
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Beau Hewitt for Sir Fopling Fluttor.23 The names of these
gentlemen are not as important as the fact that Etherege so

truly portrayed polite society that people felt they "recog-
nized” his characters, One of the great virtues of The Man

of Mode is that "it remains so true and easy a replica of

its om world.'zu

The dramatic action of the play is simple, almost
mechanical., Dorimant and his three "intrigues® are intro-
duced and followed logically through to the end. There is
no suspense, indeed none is intended, Wwe are not supposed to
feel concern over any of the characters, but merely to enjoy
then,

As for structural unity, it is non-existant, The sudb-
plot of the Bellairs and Emilia is but loosely connected to
Dorimant®s story by the engagement of Young Bellair and Har-
riet, and their attitude toward their connectéon keeps any
feeling of plot complication from ever forming.

Sir Fopling Flutter, the ostensible hero of the play,
has 1ittle to do with the dramatic action, his character how-
ever, is central to the theme of folly, since he is a person

MacMillan Company. 1923, pe 76,

Zbuacmillan. Dougald and Howard M., Jones, ed., Plays of

the Restoration and Eighteenth Century. New Yorks Henry Holt
and Company, 1954. p. 83.
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of "greatly acquired folliea.‘zs He 18 the forerunner and
prototype of the Restoration Fop, & type which flourised
theoughout the dramatic period.

Dorimant, the central figure of the comedy, is the real
man of mode, the acceptable one, and much of the humor of the
play lies in the fact that he and his friends are guilty of
the very affectations that they ridicule in others, particu-
larly in Sir Fopling.

All of Etherege‘®s characters, however minor, are deftly
drawn, true-to-life, and extremely entertaining. Therefore,
in spite of the weaknesses of plot and unity, the scenes
themselves are animated and thoroughly enjoyable. The dia-
logue is witty, the scenes fast-paced, and the humor intel-
lectual, but relieved at intervals by furce and only ococasion-
ally softened by sincerity.

Director's Approach

The purpose of this production is two-fold; its primary
concern being one of entertainment; its secondary function
being to present an historical interpretation of Restoration

England and its society.
Since we are primarily concerned with entertainment,

25Ethorogo. Sir George. The iian of ldode or Sir Fopling
Flutter. Aot I, Dorimant,
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emphasis will be placed on the comic possibilities of both
the script and the characters, The mood must be light and

lively at all times, and the pacing is extremely important

as the script contains no deep emotional power or dramatic
suspense to carry it over any temporary lapse in tempo or
spirit, In terms of costume design, this will entail keeping
the colors light and vibrant, HMovements should be enhanced
by the ease and flow of line and a feeling of overall grace
in the design of the clothing is to be desired.

In the secondary function, that of historical interpre-
tation of the period, the operative word for our purposes is
interpretation, Wwe are not involved here in putting exact
replicas of rooms and dresses upon the stage, but in creating
& mood, a feeling, a particular way of viewing the world that
was indicative of English society during the Restoration.

Thus, what is desireable here is not necessarily a
slavish reproduction of the contemporary period so much as a

vivid interpretation of the spirit of the times,
As The ian of ilode deals most specifically in manners

of dress and those soclal graces most closely related to it,

a large part of the responsibility for a successful produc-
tion will rest with the set designer and the costumer.
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Inherent Limitations of the Script

The play is written in five acts or eleven scenes, two

of which take place in a Mall, a favorite promenade of the
beau monde. This necessitates outer wear for the characters

involved in those scenes., Since we are setting the season as

late Spring or early Sunmor.zé these will, however, be kept
at & minimum. The remaining nine scenes are set indoors,
mainly in drawing rooms of fashionable homes.

The lian of tiode is contemporary to its first production
date, which fixes the year at 1676 A.D., in the middle of the
Restoration. The locale is London, Ensland.27 Various

articles of clothing are mentioned which would preclude

transferring it to another period even though there are no

chronological references contained within the script itself.
All of the principal characters in the play are persons

of at least moderate wealth and presumed good taste, rIoggy

Nan the orange woman and Swearing Tom the shoemaker are the

only two characters of lower class in the soript, the rest

of the minor roles being pages or footmen to wealthy principals.
There are three dances performed in the play, two by

ma jor characters and one by Sir Fopling's pages, so the

261b1d.. Act 111, Scene 2, Sir Fopling.

27Ibid.. Act III, Scens 1, Harriet,
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costumes must allow for freedom of movement, iione of these
dances are boisterous and the script contains no scenes of
violent or difficult action, so that freedom and grace of
movement are all that is required,

In Act I, Dorimant is only partially clothed upon his
entrance, accomplishing the remainder of his toilette within
full view of the audience, This will necessitate careful
attention to the finishing details of his costumes, 7The in-
side of both his coat and vest must be fully lined in a
*reversible” manner and all clasps and fastenings must bde
easily workable as well as historically accurate.

There are some specific references to items of apparel
contained within the dialogue which will further 1limit the
freedom of design in those particular costumes., In aAct III,
Scene 1, Busy pins a knot back into place on Harriet's gown,
which will require inclusion of knots or bows in the design
of the dress, In Scene 2 of the same act, Sir Fopling refers
to the Point d'Espagne lace on Emilia‘’s gown and all of the
characters comment on the various items of Sir Fopling's
attire, which must includes pantaloons or breeches, tassels,

fringed gloves, & periwig, and a coat that makes him appear

longwaisted,
In Act IV, Scene 1, Fopling and his pages enter in

visards (masks), and in Scene 2 of Act IV, Dorimant has his
dressing gown on again and reference is made to Sir Fopling's
Brandenburgh (a type of greatcoat).



SECTION THREEs SUMMARY AND DESIGN APPROACH

In Section One we have examined in some depth the philo-
sophical and social background of the Restoration period in

England, Speocial emphasis has been placed on Thomas Hobbes'®
philosophy of Naturalism and the Restoration‘'s particular
view of Epicureanisam, Hobbes®’ contention that man’s purpose

is a pursuit and maintenance of a state of pleasure, both
physical and mental, is fundamental to our understanding of
the 1life-style of the characters in The Man of Mode. Hobbesian

concepts of the nature of man, the emphasis on empiricism
rather than dblind faith and the intellectual concept of Liber-
tinisn all comdbine to form the philosophy by which Dorimant
and his friends live., We have also seen that the Restoration
gentleman prized wit, or the stimulation and exercise of the
mind, above the stimulation of the body.

The successful operation of this Restoration gentleman,
armed with wit and bent upon the gratification of his desires,
within a society still governed for the most part hy Christian

ethics is the theme of The ian of Mode, indeed of all of the
28

comedies of this period.

28

See Thomas H, Fujimura‘'s The Restoration Comedy of wit
for an indepth discussion of this proposition,
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The problem that then arises from this research is es-

eentlally to design a set of costumes that will parallel and
and enhance the purpose and theme of the play and provide the
proper focus for the individual scenes and characters within

the play. We now, however, have a direction in which to go
with the design scheme,

Our purpose will be to isolate and identify the two
groups involved in the struggle; the Christian ethic society,
and the Libertines attempting to function within it, Special
attention must be paid to the presentation of the Libertine,
It is all too easy to view him as an immoral being bent solely
upon fleshly pursuits, but Ftherege has intended him to be
simply a naturalistic man, motivated by his instincts, attempt-
ing to implement his philosophy of life within a system which
is unfortunately opposed to it. The success of the play
depends on the presentation of Dorimant as a llkeable indivi-
dual, superior to the other characters in the play in terms
of wit and charm, in order that one may enjoy the situations
in which he outwits them and admire the grace and facility
with which he does it,

Chapter Two will deal with the specific methods by which
we intend to visualize the intellectual theme of Ihe lian of
iMode. In Section One, we will discuss the character relation-
ships, the grouping of individuals and their relationship to
the theme of the play. In Section Two we will see the costumes

together with a detalled description of their components,



CHAPTER TWOs DESIGN

SECTION ONEs THE VISUAL COSTULE

CONCFPTICN OF THE MAN OF Ii0DRH

As we have previously mentioned in Chapter One, Section

Two, there are few demands inherent in the playscript itself
to 1limit the designer, but Rhose few that are indicated are
important ones and serve as a starting point for the design

scheme, All of the characters in The “an of liode, with the

exceptions of Foggy han, Swearing Tom and the servants, are
persons of the upper class. The action takes place in London,
England in the late Spring or early Summer, and the two
scenes in the liail will require some outer clothing for the
characters involved in them. Because of the time limits of
the play only one costume per character will be necessary.
The action takes place on one day and the following morning,
but the action is continuous so that very few characters
would have a logical opportunity to change their apparel.
The single exception to this is Sir Fopling Flutter, who
makes three entrances separated by ample time spans, and for
the furtherance of the plot has been assigned a new costume

for each appearance,
‘With these considerations in mind, the most important
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task is to group the individuals according to their relation-
ghip to the theme. This involves setting up the two opposing

factions: the Libvertine (Dorimant) and his companions and
the group which represents the Christian ethic,
The first group consists of Doeimant, lledley, and the

women involved romantically with Dorimant; Iirs. Loveit,
Bellinda, and Harriet wWoodvill, The second, or Christian
ethic group, is composed of Lady woodvill, Cld Harry Bellair,

Lady Townley, Emilia, and Young Harry Bellair, who though he
is attendant on Dorimant socially, is still rooted firmly in

the Christian ethic and serves merely to make Dorimant seem

the more acceptable to society.29
It was decided to differentiate between these two groups

by means of color., As we are concerned with the Restoration
Libertine as an intellectual movement and since our primary

purpose is one of entertainment, it is essential to our pro-
duction that Dorimant and his friends be likeable, Although

Etherege shows us Dorimant‘’s faults as well as his qualities,
he clearly intends Dorimant to be superior to the other
gentlemen in the play. Thus we chose to place Dorimant and

his coterie in warm sun colors and the Christian ethic group

in cool blue shades, The image is one of the sun shining
through a summer rain, always in danger of being obscured by

29Ethoroge. Act One, Scene 1, pe. 169, Dorimant,
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the rainclouds, but ever seeking the breaks in those clouds
to shine through.

Four characters remaln which at first glance do not
belong to either gpaups Foggy Nan, Swearing 1om, Kr. Smirk,
and Sir Fopling Flutter,

Fogey lian 1s, as her name implles, grossly fat and
bloated, IHer occupation is orange-woman, and fruit was a
euphemism for sexual intercourse during the period., Since
references are also made to her capacity for spirits and her
activities as a procuress, she would seem to embody all of
the fleshly appetites which the Libertine is engaged in sat-
isfying. Thus she is designed as a part of that group.

Swearing Tom, the shoemaker, unlike Nan, 1s concerned
with the justification of his actions and life-style. while
he readily admits to his faults, his air is a self-righteous
one of mock Christian humility. His association with the
world of business and situation as a married man who takes
his pleasures outside of the conjugal relationship, combine
with his other qualities to make him as representative of the

Christian ethic group as Nan is of the Libertine. Accordingly,
he has been allied with the former,

Mre. Smirk, the minister, is a religious hypocrite, iiis
position requires a combination of black and white, but since
he is masquerading in a sense, he will be tied in with the
Libertine group by minor details of trim,
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Sir Fopling Flutter is a very speclal case, Although
he 1s not the protagonist of the play it hears his name,
Professing to be a Libertine, in reality he belongs to neither
group, Instead he carries all of the foidles of the Libertine
to their furthest extreme without any of the underlying
phllosophy or attendant wit and polish to Jjustify them, It
was declided to make him a group of his own and green was chosen
for him since it would be complimentary to the sun colors of
Dorimant®s group while remaining separate from it,

The play was written in 1676, and first performed in the
same year, There seems no valid reason for changing the
period of the play and so the costumes will be in the style
of that era, A few modifications have been made in the bdugic
silhouette of the period, déctated mainly by the designer’'s
personal tastes and preferences,

l'en's clothing of the period consisted of a shirt, knee-
breeches, a vest (optional), and coat, Long stockings, shoes
with buckles or bows, Jjabots, large full wigs and hats com-
pleted the ensemble. The main characteristics of the silhou-
ette were the fullness of the breeches combined with the
narrowness of the coat, which fell straight from the shoulders
to a point just above the knee, The vest was of the same
length as the coat., It was felt that the narrow line of the
coat did not compliment the fullness of the breeches and wigs
of the period and that the total look was somewhat dis jointed,



31

It was therefore determined to widen the coatskirts slightly
and nip the waist somewhat in order to give more grace and
flow to the costume as a whole,

Female sostume was characterized by the shape of the
corset which gave a long narrow look to the bhodice, which
dipped slightly at the waist and had a high rounded neckline
that left the shoulders and much of the bosom bare., Sleeves

ended above the elbow and the sleeves of the chemise were
seen below them. Skirts were narrow, floor-length, and the
overskirt was looped back into a kind of bustle effect,
Ladies wore caps at all times, The designer finds the narrow-
ness of the silhouette combined with the style of horizontal
triming flattering to very few figure types. accordingly,
it was decided to move the period of the women's costumes
forward to circa 1690, which would allow the skirts to widen
slightly and make it possible to ignore, for the most part,
the large rows of horizontal trim and embroidery which was an
integral feature of the gowns of the 1680°'s,

we have now formulated the major decisions for our de-
sign scheme, ie have separated the characters into two groups
in relationship to the theme and assigned a baslic color scheme
of orange and blue to accomplish this visually., It has been
decided to widen the silhouettes of the period slightly to
give more charm to the stage picture. In the next section we
will deal with the characters individually and their
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relationships to each other and we will see the renderings

of the costumes themselves,



SECTION TwO0s THE INDIVIDUAL COSTUMES

The last step in the process of designing theatrical
costumes is the actual designing of the costumes themselves,
We have seen in previous sections how the designer first must
consider the script and the historical background, then make
some general decisions as to period, color schemes and general
groupings before getting down to the individual costumes them-
selves, We have now reached that point in the process, and
the following renderings will hopefully fulfill the needs of
theme which we have already discussed as well as the require-
ments of the individual characters, which will be discussed
along with the clothing descriptions found with each rendering.

When a play contains as many characters as does The Man
of Mode, no perfect means of grouping the renderings is pos-
sible, but they have been arranged as closely as possidble to
correspond with the flow of the theme. They are presented
in groups, with Dorimant, Medly, and the ladies of Dorimant’'s
interest coming first, followed by the Christian ethic contin-

gent, Servants will always appear immediately following
their employers in order to prevent the necessity for turning
back and forth as much as possible.
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Dorimant

He is a bachelor, age 25-30, a man of breeding, good
looks, polish and wit, le has money, but not a fortune, as
he 1s interested in Harriet's money. !le is dressed in the
height of fashion, but uses his 1magination.3° therefore must
have some touches of originality about him., As the central
character in the play he must stand out from the others and
his costumes must provide focus for his scenes and be a
pivotal point for the color schemes both for his own group and
for the entire play.

As the play opens he is discovered partially dressed and
wearing a gown and clippers.31 For dispatch in dressing on-
stage he has been dressed in all but his coat and shoes under

the dressing gown.

Plate One

The rendering shows Dorimant at his entrance in Act One,
Scene 1, The same costume 1s also worn in Aot Four, Scene 2,

ile wears petticoat bresches>? of white satin with a gold

3olb1do. Pe 168,

BIIbido. Pe 159.

32Waugh, Norah, The Cut of ilen's Clothes 1600-1900,
Theatre Arts Books., New York, New York; 1964, Pattern p.
58, (Emit flounces).
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Plate One!

Dorimant.

Act I, Act IV, Scene 2,
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pinstripe, which end in one and one-half inch bands below the
knee, The vest’> is of the same material and has wristlength
fitted sleeves and buttons at the center front from neck to

hem with self covered buttons, 3o0oth the vest and breeches are

faced with muslin and the vest is then lined with white taf-
feta, The shirt34 is made of white marquisette and the long
full sleeves end in two-inch35 ruffles at the wrist. The
Jabot 1s constructed separately from the shirt and consists
of a two-inch neckband to which is attached a three-tiered
flounce of the marquisette trimmed with wedge-shaped tabs of
€014 metallic grosgrain ribbon measuring one and one-half
inches across the bottom edge and tapering slightly as they
disappear under the flounces., The tabs are double-thicknesses
of ribbon interfaced stoutly to give them body. The jabot is
trimmed at the throat with yellow moire ribbon and rosettes
of the same yellow decorate the brown shoes which are fum-
nished Dorimant by the shoemaker.

His sash is of orange and red striped silk which is pre-
dfaped and sewn to an interfaced orange taffeta lining. It

331vid, Pattern Pe 59+ (Substitute long fitted sleeves).

1vid, Pattern p. 82, (All of the men's shirts will be
constructed from this pattern.)

350his and all subsequent measurements are given under
the assumption that the actor or actress is of standard sise

and physical build. The measurements are given as a guide
only, and the overall proportions of the costume elements as

shown in the renderings are to be observed at all times,
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fastens on the side with hooks and eyes, The fringe is black
two=inch silg and is sewn to the bottom of the lining before
the silk is draped over it.

Dorimant's dressing gown is of pale blue raw silk upon
which the design has been painted with fabric paint. If it
is possible to find a fadbric in a print which approximates
the one shown, & substitution would be permissible., 71he ime-
portant characteristics of the gown are the boldness and
unconventionality of the print. Its purpose is to give the
effect of a man who is very sure, both of himself and of his

fashion sense, A man who is unafraid to try something differ-
ent. The gown is a full floorlength one with long tube
sleeves which turn back in deep cuffs to show the yellow

tarfeta 1ining. The front edges are straight and may be
fastened with purple frog closings if desired,
white tights, purple mules with red silk cord trim and

a very full dark brown wig complete the ensemble,

Elate Two

The second plate shows Dorimant after he has completed
his toilette onstage in the first act and as he appears

throughout the rest of the play. The only new items of
apparel are his shoes, which are brown leather twimmed with



Plate Two: Dorimant. Acts I, 11, III, IV, V.
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rosettes of yellow moire ribbon, and his coat.36 which is

constructed of a gold and copper met3111037 broaade, The
coat is knee-length, slightly fitted at the waist, and buttons
from neck to hem with self-covered buttons. 4ihe buttonholes
need not be practical as the coat is worn open., Instead of
the usual cuffs on the three-quarter-length bell sleeves, &
repeat of the jabot motif is used. This time however, there
are only two tiers of flounces trimmed with the same gold tab
ribbons, A large cluster of the tabs is positioned on the
right shoulder of the coat and at the side of both legbands

of the petticoat breechess The coat must be interfaced to
reinforce the brocade, which is very thin and delicate., It
is lined in copper taffeta, 1Iwo or three rings of moderate

sise complete the costume,

late Three

Handy is Dorimant's valet, and is dressed in livery,
lie wears black leather shoes with silver buckles and white

361bid, Pattern p. 60. (omit cuffs,) (Substitute
bell sleeves,)

371¢ was felt that the metallic fabric would give a

oold glitter appearance ons e and thus point up the
hard %%thloaéﬁﬁaspgt Dorimant':agbrsonality.p P




Plate Three: Handy, Manservant to Dorimanmt.
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tights, ilis breeches3® are of dark orange-grey hopsacking and
have a single black silk tassel affixed to the bottom of the

outside seam on each leg. iils vest, cut from the same pattern

as Dorimant®s, is of the same material as his breeches, sleeve=-
less, and buttons from meck to hem with self-covered buttons,

It is lined with brown taffeta, as is the coat,

His coat is made of dark brown-green denim cut from
Dorimant®s pattern with less fullness at the sides of the
coatskirts, A single black silk tassel marks the waistline

on each side seam and is attached with a black silk button.
His shirt is of white medium welght cotton with long full
sleeves that end in two-inch ruffles at the wrist. <ihe Jabot
is a plain rectangle of the white cotton tied at the throat
like an ascot. llandy's wig is medium brown, parted on the
side and gathered into a pigtail at the nape with a large

black grosgrain bow.

Plate Four

Dorimant's footman is also dressed in livery. ilils

4o

breeches39 and coat - are made of the same denim as Landy's

38#augh. rattern p. 61, (Add six inches to the width

of each leg at the hem, Gather the hem to elastic and pull
above the knee,)

39use Handy's pattern.

boUse Dorimant's vest pattern and omit the sleeves.
Three-quarter-length bell sleeves are substituted,



Footman to Dorimant.

Plate FPour:



coat, Lhree brass buttons decorate the waist front of his
breeches and matching brass buttons form the fastenings of
the coat, Again the buttonholes need not be practical since
the coat is worn open. The three-quarter-length bell sleeves
of the coat have no auffs and are decorated with & row of the
brass buttons instead, The entire coat is lined in brown
taffeta,
His shirt is constructed of white broadcloth and the

full sleeves are gathered to one-half-inch black grosgrain

ribbons which tie at the wrist. A short, black square cut
wig, brown riding boots and a brown felt tricorne hat complete
his costume, His clothing should look used and not quite

clean,

Ledley

ledley is Dorimant's closest friend, and like Dorimant,
is a Libertine. Unlike bLorimant however, iledley is not en-
gaged in an affair of any kind within the play, but confines
his activities mainly to gossip; the pursuit and spread of 1it,

lie is considered to be a person of impeccable taste and is,

b

one presumes, a man of comfortable financlial circumstiances.,

Since it was feared that a modern audience might tend

ulﬁtherege. Act ‘iwo, Scene 1, Lady Townley and Emilia,
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to confuse the somewhat feminine delicacy of the hestoration
fop with homosexuality, it was decided to have l.edley por-
trayed as a homosexual to provide a comparison for Sir Fopling
Flutter,

As Dorimant®s closest crony, the strongest of the sun
colors, red, was given to him. The various shades of red
combined in the one costume are intended to show a highly
sophisticated color sense and a knowledge and command of fashe
ion, The reds are trimmed in metallic golds, white and black,
The gold is obviously a tie-in with Lorimant and the black
and white are intended to give him an ascetic aura, which

will be reinforced in Act Five when the cleric is introduced.

tlate Five

iedley wears black leather shoes with very high red
heels and white tongue linings. They are irimmed with small
geilver buckles, His white stockings are worn outside of the
breeches and gartered below the knee with one-inch scarlet
ribbons.

His dark red linen petticoat breechesu2 lace up the front

and are gartered on the left thigh with turquoise taffeta,
riis shirt is made of white volle and the full sleeves end in

hzwaugh. Fattern p. 58, (Cmit flounces and substitute
legbands,)



Plate Five: Medley.
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three-inch ruffles trimmed with a narrow band of white cotton

lace attached by one-quarter-inch white satin ribbon. The
matching jabot is trimmed with four inches of white colton
lace which 1s also attached with the marrow white satin riddon.,
The jabot is attached to a wide bow of black taffeta which

has been interfaced for stiffness and the entire jabot, bow
and all is attached to a two-inch neckband of white voile
over two layers of white taffeta,

viedley's coa.‘l:“3 i1s constructed out of light welight red
wool, It is interfaced throughout and lined in red taffeta,
The metallic gold trimming fabric is reinforced with muslin

and laid over cotton padding. It is then sewn together in
horizontal lines two inches apart giving it a quilted look,
This trim is applied in four-inch widths to both sides of the

center front closing and both sides of the vents at the sides
of the coat as shown. in the rendering. It also decorates the
six-inch cuffs of the three-quarter-length fitted sleeves.

The black trim accenting the gold wuilting on the center
fronts and cuffs of the coat is velvet finished to a two-inch
width. The coat fastens at center front from neck to waist

with large gold buttons and loops.
His wig is pure white and he wears a large hat of black
industrial weight felt reinforced with backram., It is trimmed

u3waugh. Fattern p. 59. (Cut the back coatskirt as wide
as the front one,)
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with red coq feathers. He carries a black cane with & round
gold knob and his gloves are of white kid with two-ineh gold
fringe decorating the six-inch cuffs,

It is intended that .ledley be heavily made up and he is
shown wearing green eyeshadow, false eyelashes, rouge, lip-
stick and a round patch omn his left cheekbone,

0f the women in Dorimant's l1ife we meet three in the
play: Ilirs. Loveit, Bellinda, and liarriet s»oodvill. These
ladies differ markedly in their abilities to control their
emotions and operate successfully in the double world of the
Libertine, The order in which Dorimant becomes involved with
them forms a progression in terms of control from least to
most, This progression has been translated into hue and color
in our design scheme; the ladies costumes vary from deep rose
to pale rose with yellow to pale yellow and white. ihus we
have a progression which changes both in color aand in the

color values,

Mrs. Lovelt

The first of these women to make our acquaintance is
jirs. Loveit, sShe is a woman of intense passions; the inten-
sity of those passions and her inability either to curb or
disguise them being the subject of not a few snide remarks
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in the play.““ She is also extremely vain and worried about
the fading of her beauty, indeed her first scene is begun
with mirror in hand., 4as the lady of least control, she is

costumed in deep rose and charcoal grey.

Flate Six

irse Lovelit's undergarments consist of mese tights, rose-

colored shoes with square toes, high square heels and a high
vamp to the instep, a petticoat of rose taffeta lined with
muslin that is ruffled from the waist to the hem in four-inch
tiers. These ruffles are doubly lined with nylon net in order
to add stiffness,

(ver her petticoat she wears a full, gathered floor-
length skirt of dusty rose satin, lier bodice of bright rose
taffeta overlaid with charcoal grey chiffon is built directly
on the coreetu5 which 18 constructed of heavy guage muslin and

feather boning with another layer of the muslin covering the
boning.46 The short pulfed sleeves are of the same taffeta

qutherege. Act Une. uiedleye

4SWaugh. horah, Corsets and Crinolines. 1heatre arts
Books., iew York, New Yorks 1954, Pattern p. 38,

“6A11 of the women®s corsets are to be constructed in

this manner and from the same pattern. <1lhe only alteration
is the ommission of the center front point on the waistline

for those designs which feature rounded waists,
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Plate Six: Mrs. Loveit.
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and chiffon as the bodice and attached to the bottoms of the
sleeves are two sets of ribbons; the first set are short

black satin tabs constructed like those on Dorimant's coat

and are to be two inches long after attachment; the under set

are of bright rose satin and are constructed of two layers
with a stiff interfacing and finished to a one-inch width,
They reach to well below the elbow and are attached there to
a two-inch wide double ruffle of grey silk organza edged with
narrow black lace, 71his ruffle is elasticized so that it can
be pushed up to just below the elbow, causing the interfaced
ribbons to bell slightly rather than hang limply.

Gathered to the deep vee waist of the bodice is a mautching
overskirt. ‘he overskirt of taffeta and chiffon faged with
four layers of nylon organza, is cut one-half the length of
the skirt and gathered at the bottom edge to a rose taffeta
lining that has been cut one-third the length of the skirt,
The overskirt is then tacked by hand into three tiered puffs
from the front edges to just in front of where the side seams
would normally occur, in the manner shown on the rendering.
These puffs are trimmed with three large (approximately three
inches across the bottom) black satin tabs per tier. <lhe
finished overskirt is then gathered to the bodice,

The bodice is finished with a two-inch ruffle of the

grey organza trimmed with narrow black lace which encircles

the neckline and continues in a double row down the center
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front of the bodice gradually tapering down to the point at
the center of the waist, A white fabric flower with rose
edged petals iIs sewn to the center front of the neckline
where the ruffles begin to cascade,

The bodice has a center back closing of a double nature,

The corset is fastened with a metal jacket zipper and the

bodice has a mock separate closing wkich laces up the back.
A finished placket of the bodice material is left free at each
side of the back opening. These plackets are then pierced at

regular matching intervals with metal eyelets which blend
with the color of the gown. Ivarrow silk cording is then
threaded through the eyelets and the placket laces up like a
shoe, It is important to lace the gown from the waist up to
insure smoothness and fit., The laces are then tucked inside
the neckline at the top. All of the women®s bodices will be

fastened in this manner,
Jrse Lovelt's hair is pulled straight back from her fore=-
head high onto the crown of her head and curls lightly at the

ear level all the way around her head. sShe wears a mob-cap
of white lawn back on the crown which 1s edged with a two-
inch double ruffle of the grey organza trimmed with black lace.

Two one-half-inch rose satin ribbons are attached to the cap
with flowers matching the one on her bodice, one over each ear.

:irs, Lovelt is heavily painted and patched, wears long

false eyelashes and carries a pink and black lace fan. ller
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mirror is an important prop and has been designed to compli-

ment her costume. In the .jail scene, she wears a floor-length
full gathered cape of grey silk organza (not shown). 4he cape
features an eight-inch gathered ruffle edged with narrow

black lace at the hem and a full draped hood with a two-inch
ruffle trimmed with lace framing the face, Long black gloves

are worn with the cape,

flate Seven

Pert ls iirs. Loveit'’s personal maid., sShe wears black
shoes with wide square toes and low heels, white tights, a
plain muslin petticoat and over it a striped A-line skirt of

black and salmon sailcloth,

lier bodice, of salmon muslin with a small black and white
floral print, is built directly on the corset, .hat appears

to be her chemise in the front is an insert of white organdy
gathered over white taffeta, 71he dark red ribbon lacing ending
in a bow at the pointed waist is mock also. lier white organdy
sleeves are very full and end in a self-ruffle just below the
elbow. 1he bodice is trimmed at the shoulders with one=inch
black satin ribbon to which are attached dark red ribbon tabe
of the same width, 71hey are two and one-half inches long
after attachment, and are reinforced with interfacing for

stiffness.
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Plate Seven:

Pert, Maid to Mrs. Loveit.
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Fert also has an overskirt of the bodice material which

is cut one-half the length of the skirt and gathered at the
bottom to a black taffeta lining cut six inches shorter than
the overskirt, ‘lhe sides are then hand-tucked to resemble the
rendering and the overskirt 1s gathered to the waist of the
bodice, which fastens at the back in the manner previously
described,

rder hair is pulled up under her white organdy mob-cap
which has a two-inch ruffle and is trimmed with four one-inch
red satin ribbon tabs across the hack, She adds a rectangular

black knit shawl to her costume for the iall scene,

plate Eight

irse Lovelt's page wears black shoes with silver buckles,
white tights, and his breeches, cut from tiandy's pattern, are
nade of maroon faille and fasten above the knee with bright
red silk cord, iiis vest, also cut from Handy's pattern, is
of matching faille lined with red taffeta, and closes down the
front with self-covered buttons. The full white dacron and
cotton sleeves are attached directly to the vest and are
trimmed with six vertical rows of one-inch pink satin ribbon
centered on the outside of the sleeve extending from the arm-
scye to the wrist., The sleeves end in three-inch self ruffles
and are tied at the wrist with red silk cords. !liis jabot is
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a plain rectangle of the sleeve material tied 1ike an ascot,

The wig 1s black, parted low on one side and worn over one

shoulder,

Bellinda

The second of Dorimant®s ladies to greet us is EBellinda,
She is much younger than irs. Loveit and relatively inexper-
fenced in the arts of intrigue. She is a pleasant stylish
woman who can never quite make up her mind as to what she
wants to do, She and iirs. Loveit are close friends, and
while Bellinda is in much better control of her emotions in
public than her friend, she does have occasional lapses of
docorun.~7 To reinforce her relationship with iirs. Loveit
and also to establish her lack of control, she will be in
pink., However, in order to place her on the control scale we
have established her as being more in possession of herself
than Mrs, Loveit, she will be lightened in tone by adding

yellow to her oolor scheme.

plate Nine

Bellinda‘'s undergarments consist of pale pink tights,
pink shoes with square toes, high heels and a high instep and

u7Ethor0¢p. Act Five, Scene 1.



57

Plate Nine: Bellinda.



58

a petticoat of medium pink taffeta constructed in the same
manner as that previously described for mrs, Loveit,

Because of the round waist line, her gown is constructed
in one piece, It consists of a round necked bodice built on
the corset of bright pink taffeta overlaid with yellow silk
organza and has three vertical tucks down the center front
from neck to walst, 7he two outside tucks should aAgle out
from the walist slightly to add to the slimming effect of the
corset line, Placing the.tucks in the fabric (using the two
layers as one) prior to cutting the bodice makes it unneces-
sary to alter the pattern to accomodate them, They should be
three inches apart at the neckline and taper to one and one-
half inches apart at the waist.

Both sets of sleeves are set into the bodice., fihe inner
sleeves are of white lawn, full and are gathered to elastic
just below the elbow and then worn pushed up to an inch or so
above it, They end in double tapered ruffles, The first
ruffle tapers from two inches in width at the inside seam to
four inches at the outside. The second ruffle measures three
inches on the inside and six on the outside, One-half inch
rose satin ribbons cover the elastic and tie in a square knot
with three inches of the ribbon left free. The outer sleeves

are short and made of the same organza over taffeta as the

bodice. 7They have three vertical tucks running from the arm-
scye to the hem, using the shoulder seam as a centering point.
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They are parallel and one inch apart, The outer sleeves are
finished with swags of medium pink taffeta which loops up at

the point where the tucks meet the hems The hem of the sleeve

should be cut up at that point.48

with a gold button,
The underskirt is of the bright pink taffeta overlaid

This point is then accented

with yellow organza cut in gores and gathered slightly to the
waistband, It is trimmed with one-inch satin ribbon, of the

same rose shade as the sleeve tlies, that runs in a vertical

line down the center front of the skirt until it makes a right
angle with a horizontal row of the ribbon sewn twelve inches
up from the hem,

The overskirt is circular and matches the skirt, It is
cut one-fourth the length of the skirt and rounded at the
center front up to the waist as shown on the rendering. A

medium pink taffeta swag is attached to the hem which tapers
from three inches wide at the waist to eighteen inches at
center back., The floor-length central loop is attached to

the overskirt at the back and covered with three tiers of eight-
inch taffeta ruffles, as is shown in the rendering. Aall of

the wwags and ruffles should be lined with the yellow organsa

to give the appearance of one overskirt which has been looped
t0 the back, 7The walst is trimmed with a two-inch rose satin

uBSec the rendering.
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ribbon,

Bellinda's dress is finished with a falling ruffle of
white lawn that tapers from two inches at the center back to
three inches at the front. 7TIhe ruffle should not begin to
taper until it is in front of the sleeves and should stop two
inches short of center front on either side. The resulting
space is filled with a four-inch figure eight gold pin set
with two red stones.

tler hair is parted in the center and combed close to her
head, widens out in curls over the ears and has two long lovee
locks which fall over one shoulder. ller cap is two layers of
white lawn ruffling radiating from an off-center point., The
under layer should be slightly lenger than the upper and the
point is covered with a cluster of rose satin ribbon, It is
worn with the short side to the front,

For the iiail scene, Bellinda wears a very pale pink
crystalette hood tied with roge satin ribbons, a triangular
shawl of chintz in a green and white print edged with a four-
inch box pleated ruffle of green polished cotton, and carries

a small brown velvet muff,

Harriet woodvill

Harriet woodvill is Lorimant's third, and presumably
final, romance, She is young, beautiful, and "vastly
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rich.'u9 In addition, she is sophisticated, witfy, and more

than a match for Lorimant at playing the double role demanded
by society. ilarriet is [irs. Lovelt®'s exact opposite in terms
of control. She 1s dressed in shades of yellow trimmed with

orange to complete the rose to yellow continuum and also to

establish her relationship with Dorimant who is dressed in

gold,

Flate Ten

Harriet®s bodice, dbullt on the corset,so is of white
crystalette over yellow taffeta, The deep center vee of the
waistline is accentuated by the seven rows of one-half-inch
orange silk moire ribbon which follow the lines of the corset,
Each ribbon is edged on both sides with narrow white lace,
The elbow-length sleeves are of the same layers of fabric as
the bodice, They are narrow straight sleeves and end in a
pleated ruffle four and one-half inches in length which are
stitched to the sleeve at a line three-fourths of an inch
from the top of the ruffle., The stitching is then covered
with a row of one-half-inch orange moire ribbon edged with

lace. The inner sleeves are of sheerest white organza

ugEtherege. act Gne.

5°Use the same pattern and method of construction as for
the others,
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€3

gathered to string elastic below the elbow, leaving two-inch
self ruffles, Several tangerine satin double knots of one-

fourth inch ribbon are tacked to the elastic as trim.

The underskirt is full and made of the white crystalette
over yellow taffeta, A thirteen and one-half inch ruffle of
pleated crystalette trims the hem and orange ribbon and lace
hide the stitching line one and one-half inches from the top
of the ruffle, A full floor-length panel of light orange
tissue silk is gathered to the bodice at the back over the
underskirt, 1his panel should stop just short of the side
seams of the dress,

1he overskirt is hdp length and of the same materials as
the underskirt. It is set smoothly at the walst and decorated
with swags of the tissue silk which meet at the center back
at a point fourteen inches down from the waist., Aattached to

the overskirt beneath the swags is a full ruffle of the orange
tissue silk finished to a length of twelve inches,
The gown is finished with a two-inch standing gathered

ruffle of white organsa trimmed with narrow white lace at the
neckline., Set in with the ruffle at two and one-half inch
intervals are interfaced double tab ribbons of tangerine
s&tin, They are three-eights of an inch wide and one inch
longe. A single row of the one-half inch orange moire ribbon
trimmed with lace bands the neckline. 1ihe gown laces up the

back opening in the prescribed manner.
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Harriet®s petticoat is of white taffeta constructed in
the same manner as Bellinda's and she wears white tights and
white shoes, her hair is dressed in curls close to her head
and she wears two lovelocks over her shoulder, 1he cap is of

white crystalette cut in two semicircles with & nine-inch

radlus, 1hese semicircles are trimmed with a one-inch ruffle
along the curve and then gathered along the straight edge to
a width of two inches. f%ihe two halves are joined together
with a large tangerine satin bow. 1he bow is placed at the
crown of the head and the two gathered sections are pinned
down over either ear,

As befits her wealth, ilarriet wears pearl drop earrings,
two pearl bracelets, a single strand necklace of oval amber
beads separated by round gold ones, and several large single
pearls in her hair. ror the »alil scene, Harriet adds a large

triangular white lace shawl to her sostume,

Elate Eleven

Harriet's maid, Busy, is dressed in medium brown and
yellow. She wears black low-heeled shoes with square toes
and black tights. Her petticoat is of medium weight muslin
and A-line in shape. uver this she wears a light yellow A-
1ine skirt of heavy slubbed cotton. Her bodice, again built
directly on the corset, is of brown, black and yellow striped
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Plate Eleven: Busy, maid to Harriet.
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denim, The sleeves are straight and stop above the elbow
where they are trimmed with two-inch ruffles of white polished
cotton, A band of one-half-inch black cotton braid covers

the seam, The round neckline receives the same treatment
with a two-inch ruffle of polished cotton and a row of the
black braid, Her overskirt, of the striped denim, is cut
three-fourths the length of her skirt and gathered in three
rows of puffs to a black taffeta lining cut one-half the length
of the skirt, <The overskirt is gathered to the waist of the
bodice and the waist is trimmed with a one-inch strip of black
cotton braid,

Busy's apron, of white polished cotton, features a hang-
ing pocket and is sewn directly to the bodice. Her mob-cap
is also of the polished cotton and is trimmed with a three-
inch ruffle of the same fabric. Around her neck she wears a
one=-inch black satin ribbon edged with one-half-inch polished
cotton ruffles.,

For the iail scene Busy wears an elbow length circular
cape of brown cotton lined with black taffeta, It has black
cotton braid trim at the circular hem and neck and fastens with
a brass button and black loop at the throat.

Lady wWoodvill

Lady Woodvill, Harriet®’s mother, is an admirer of all

things past and finds little in the present world of the play
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to her 1liking, particularly the fondness of the men for women

51 Because she is both related to liare

younger than herself,
riet, who is of the Libertine group, and at the same time a

member herself of the Christian eghic contingent, her colors

are set as grey with a touch of blue in it trimmed with yellow.

pPlate Twelve

Lady Woodvill's undergarments consist of grey tights,
grey shoes and a grey taffeta petticoat lined with muslin,
It is layered with four-inch ruffles double-lined with nylon
net for stiffness. Over this she wears a bell skirt of grey
peau de soie which is appliqued in antique gold lame down the
center front, The designs are to be raised and this can be
accomplished by padding under the designs with layers of
cotton quilting.

Her bodice of grey peau de soie is built on her corset.
The neckline of both the corset and bodice must be cut out so
that her shoulders are left bare, 1he center front panel of
the bodice is overlaid with gold metallic lace and one-half-
inch yellow satin ribbons. Her straight sleeves end in three-
inch cuffs of heavy white lace over white taffeta., a4 four-

inch collar of the lacs over taffeta encircles the neckline.

5lgtherege. Act Four, Scene 1.



68

Plate Twelve: Lady Woodvill.
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Her undersleeves are of white lawn and are full and gathered

to elastic below the elbow. They have a three-inch self
ruffle.

lier overskirt of the grey peau is attuched in deep pleats
to the bodice and is slightly longer than floor-length at the
back, giving it a train effect. 1he overskirt is trimmed with
three horizontal bands of the gold metallic lace and one-halfe
inch yellow satin ribbons. <The band at the hem is twelve
inches in width, the middle band eight inches and the upper
one measures four inches. 1he placement of these bands depends
upon the length of the skirt and will have to be determined
on the actress. The distance between the rows is intended to
graduate toward the hem, just as the rows themselves become
wider, 1iwo vertical rows of the lace and ribbon trim are
placed on the front edges of the overskirt. These rows should
taper from a width of six inches at the waist to ten inches
at the hem, One-halfeinch yellow ribbon trims the waist,

Lady woodvill's hair is dressed high in tight sausage
curls and she wears a white lace over taffeta fontange to which
is attached a black satin veil, The veil has two separate
panels at the sides which fall forward over each shoulder,

Her bodice is trimmed with a large pendant brooch of red

stones and she wears a large red ring. Elbow-length white
gloves complete her costume.
For the Mall scene she wears a black satin pelisse that
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is ruffled in three-inch tiers from neck to hem. The henm
reaches to just below the waist at center front and tapers

to a point three-fourths the length of the skirt at center
backe. A black silk tassel hangs from the point in backe the
round hood is also completely ruffled in one and one-half-
inch widths, The pelisse ties with two long blagk silk cords
furnished with tassels. It is not pictured,

Flate Thirteen

Lady «oodvill“’s footman wears brown shoes, cream-colored
tights, a cream colored percale whirt with long full sleeves
ending in one and one-half-inch self ruffles, and a plain rec-
tangular jabot of the percale,

liis breeches, cut from Handy‘'s pattern are made of dark
gold sailcloth and are gathered to elastic below the knee.
The waist is trimmed with three black cloth-cogered buttons.
His coat? is of the same gold sallcloth lined with dark
brown taffeta, buttons from neck to hem with black cloth but-
tons and is trimmed down shoulder seams, side seams and the
outside center of the three-quarter length bell sleeves with
black silk cording. A black silk tassel is attached to the

cording at the hem of each sleeve,

52waugh. The Cut of ten's Clothes 1600-1900. FPattern
Pe 59. (Cmit sleeves and substitute three-quarter length

bell sleeves,)
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Plate Thirteen: Servant to Lady Woodvill.
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liis wig is black, parted in the center and combed close
to his head into a black faille bow and black broadcloth wige-
bag. lis hat is small and circular with a four-inch brim and

is made of black indust®ial felt over buckran. 4he band is
a black silk cord with two tassels.

Young ilarry sellair

Young bellair is handsome, well-dressed and charming,

but not overly bright.53 while he professes to be a Libertine
and fancies himself as a compatriot of Lorimant and .edley,

he is firmly enrooted in the Christian ethic tradition and

cannot conceive of golng against the dectates of society.
Since he is in love with imilia, he will marry her; but at the
same time he will not consider giving up his inheritance for

her, 1t is indicative of his character that Imilia, his
fiancee, is precisely the kind of woman with whom his father
(who, 1like Lady wWoodvill, is a relic of a past age) can and

does become infatuated.
Plate Fourteen

As the central figure in the Christian ethic group
Young Bellair is dressed in blue. iHis breeches, cut less

suztherogp. Aot One.



73

Plate Fourteen: Young Harry Bellair.
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fully than Corimant'’s, but from the same pattern, are construce
ted of midnight blue upholstery damask and end in plain bands
below the knee, #ith them he wears pale beige tights and

navy blue shoes with yellow grosgrain rosee¢tes.

His vestsu which fastens with small gold buttons from
neck to hem is of the upholstery damask also and is lined with
dark blue taffeta, 1is cream colored lawn shirt-sleeves are
full and end in a double falling ruffle over the hand, <he
top layer is two inches in width and the bottom layer measures
three inches. One-quarter-inch yellow satin ribbon ties trim
the wrists and the sleeves are set directly into the vest,

Bellair's coat, cut from the vest pattern, of royal blue
monk®s cloth is the same length as his vest and lined with
blue and yellow striped taffeta. Because of the softness of
the monk's cloth, the entire coat is interlined, including the
sleeves, <he fitted sleeves end just above the elbow in four=-
inch straight cuffs which are trimmed with three and one-half
inches of white lace over white taffeta, leaving one-half-inch
of the blue monk's cloth at the upper edge. <ihree-inch wide
gold tapestry fringe is sewn around the inside of the sleeve
in such a manner as to hang down when the cuff is turned up.

This same tapestry fringe decorates the hem of the coat,
adding three inches to the length of the garment as compared

54Waugh. Pattern p. 59.
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to the vest,

Bellair's jabot is of white lace which is knotted at the
neck., Four half bows of one-inch yellow grosgrain ribbon are
attached to either side of the knot from the back and the
jabot 1s then sewn to a two-inch neckband of white lace over
white taffeta, a one-quarter-inch wide blue satin ribbon is
sewn to the Jjabot three inches from the hems A rosette of the
one-inch grosgrain ribbon is attached to the left shoulder of
the coat and a matching rosette hangs from the handle of his
dress sword., ihe sword is mounted on & baldrick of black
satin over industrial weight felt, It is trimmed with white
satin one-inch ribbon and three-inch gold fringe on both
edges, Large red jewels are sewn down the center of the bald-

rick and pearls are scattered among them,

:late Fifteen

tellair's page is dressed in brown low-heeled shoes,

beige tights and full breeches of dark brown duck cut from
liandy's pattern. 3ihey end in bands below the knee and are
decorated with bows of turquoise silk cording at the sides of
the leg.

His shirt is of beige cotton and has full sleeves which
tie at the wrists with turquoise cords and end in one-inch

self ruffles, The Jjabot is a plain rectangle knotted at the
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Plate FPifteen: Page to Young Bellair.
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throat,

The page's coat55 is of tan cotton twill and is decorated
with vertical stripes made of pale blue faille on which a
black tracery design has been painted. 4“he stripes are edged
with yellow silk cording and sewn directly onto the coat
fabric. 7The coat is lined with pale yellow taffeta and is
worn hanging open,

Lis wig 1s brown, parted at the center and gathered into

a short pigtail with a turquoise grosgrain bow. Le carries

a small round cap of dark brown duck,

Frmilia

Imilia is a discreet young lady of excellent character
and deportment whose infrequent bursts of youthful gaity do
not save her from a certain dullness, as dellair's intended
she wears blue to reinforce that relationship, but Uorimant
has also been interested in her and intends to approach her
again after her marriage, Apparently he feels that her con-
cern is more for her virginity than for her virtue. In order
to place her as a possible conquest for Dorimant, pink has
been added to her color scheme, but in order to save her from

a china doll look, she will be in rrussian blue and salmon pink,

55Bella1r's pattern is altered only by cutting all seams
straight,
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Plate Sixteen

Fmilla wears navy shoes, dark blue stockings and a full

navy blue taffeta petticoat ruffled like iirs. Loveit's, oOver
this she wears a full skirt of blue and grey striped upholstery
satine A waving design of silver has been painted over it.

Her bodice is of flowered aalmon upholstery chintz set
in two-inch pleats beginning at the center front with a four-
inch box pleat and constructed on the corset. again, the

pleating is done before the bodice is cut out., <The short bell
sleeves are pleated also and end above the elbow in midnight
blue satin-backed crepe cuffs two inches wide. ‘lhe crepe is

used shiny side out and the cuffs are interfaced. The under
sleeves, of white faggoted cotton, are full and gathered to
elastic below the elbow. fThey end in two-inch ruffles edged

with narrow white lace and are trimmed with one-half-inch
green-bronze satin ribbon,
Fmilia's overskirt is of the flowered chintz cut in

gores and set smoothly to the round waistline of the hodice,
The overskirt is lined with midnight blue taffeta and edged
with swags of the midnight blue crepe again used shiny side

oute Two wedge-shaped panels of the crepe, edged with three-

inch gold tapestry fringe, are gathered to the center of the

swag, giving the effect of a tied back skirt.56

56See the rendering.
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Plate Sixteen: Emilia.
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The waistline 1s banded with one-half-inch bronze satin
rdbbon as is the neckline which is finished with a one and
one-half-inch ruffle of scalloped white lace, The gown laces

at the back in the prescribed manner,

She wears a large gold pin with three pendant pearl
depps on the center front of her hodice and pearl drop ear-
rings, iler hair is worn parted in the center and combed into
curls over her ears, 1Iwo lovelocks are secured at the nape

of her neck with a small dark blue satin bow.

Lady Tewnley

Lady lownley is Young zZellair®s aunt and his and Emilia‘'s
sponsor and confidante, As her name implies, she is sophis-
ticated and socially prominant, but she has a warmth about
her and is possessed of an insatiable taste for gossip. iier
position as social leader of the Christian ethic set neces-
sitates her wearing the darker hues of their group, but her
sympathy with the Libertines shows in the red tint of her
purple. Wwhile her gown is not of the contemporary design of
Harriet®'s or Bellinda‘®s, it is much more modish than Lady
woodvill's or even Emilia‘’s, The desired effect is one of
lushness and sophistication that would be soft and feminine
at the same time,
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FPlate Seventeen

Lady Townley's undergarments consist of maroon shoes,

tights, and a maroon taffeta petticoat made in the same ruf-
fled style as the others. iHer petticoat is worn over a padded
hip roll three inches in diameter which tapers in the front

to permit the bodice to lie flat over the stomach.
Over this petticoat is worn a full gathered skirt of

eggplant satin. lier overdress is made of eggplant and egg-

shell striped upholstery damask with a narrow gold atripo.57

The bodice is built directly over the corset and the large
puffed sleeves end at the elbow with a three-inch ruffle of

eggshell cremepuff. The sleeves are caught into two tiers
with small cornflowers. 4ihe flowers also decorate the seam
of the ruffle.

The skirt of the overdress is full, gathered, and split
at the center front. It is pulled to the sides and gathered
into three tiers by hand. Larger cornflowers are placed be-
tween the tiers at sixteen-inch intervals. again, as with
Lady woodvill‘'s gown, the tiers should graduate, with the last
flounce being one-third the length of the entire skirt., The
waist is trimmed with gold edged cornflower blue moire ribbon

57If this fabric cannot be found, it is easily made by
constructing the stripes of the fabric of the skirt overlaid
with black lace and edged with narrow gold ribbon,
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Plate Seventeen: Lady Townley.
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as is the neckline, A two and one-half-inch falling ruffle
of eggshell cremepuff encircles the neckline and three-inch
graduated ruffles of cornflower blue chiffon edged with gold
ribbon cascade down the front of the bodicg, The gown laces
at center back,

Lady Twwnley's white wig is pulled straight back from
the forehead into a high pompadour. lier cap, of eggshell
cremepuff, has a two-inch ruffle and covers her entire head
from crown to napes It is trimmed at the back with a blue
moire bow, Two lovelocks curl down over one shoulder from
under the cap., She wears ruhy earrings, a gold and ruby

lavalliere on a thin gold chain, and a ruby ring.

Flate E;ggteen

Lady Townley's butler wears black shoes, white tights
and a white satin shirt. Yhe long sleeves end in one-inch
ruffles and the jabot is a rectangle of the satin tied llke
an ascot, lis narrow breeches % are of plum valvet and tie
above the knee with black satin ties, iis coa.‘l:59 is of dull
rose, purple and green print upholstery cotton. It has long

fitted sleeves which end in five-inch black satin cuffs, A

5SWangh. Pattern p. 61l.
59L_bidoo Pe 59



Plate Eighteen: Butler to Lady Townley.
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one-inch band of purple satin trims the cuffs and two-inch

wide vertical bands of the purple satin trim the front edges
of the coat, The coat is lined in violet taffeta, 4 single

black satin tassel marks the waist at each side seam and two

white satin tassels hang from the waist of the breeches, liis
wig is light brown and combed straight back into a black satin
bow and black broadcloth wigbag,

0ld Harry Sellair

01d Harry is Young Bellair's father and, like Lady wood-
vill, distinctly the product of the previous eza, iHe admires
all of the old-fashioned virtues, especially obedience in sons,

In his super-annuated passion for Emilia, he makes a fool of
himself as the doddering roue he really is.

flate iineteen

0ld Bellair wears black shoes with silver buckles, belge

tights and light brown no-wale corduroy breeches (isiandy°’s
pattern) which are gathered to elastic below the kneew. Iils
beige shirt 1s made of crepe with a plain jabot, full sleeves

and three-inch ruffles at the welst, lis coat6° is of dark

601b1d.. Pe 59« (All seams are cut straight,)



Plate Ninsteen: O01d Harry Bellair.
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turquoise wool lined with pale aqua taffeta, The elbow-length

fitted sleeves are decorated with two-inch black satin bands

edged with sllver cord. Rosettes of silver cord are placed

in the center of the band at two-inch intervals., ‘Qhe same

satin and cording trim decorates the front edges of the coat,
Zellair's wig is grey and hangs straight to the shoulders,

falling in haphazard bangs over the forehead, ne carries a

blackthorn cane,

Sir Fopling rlutter

Lately returned from the Continent, Sir ropling is the
foil for Lorimant., Cstensibly the lian of .iode, Sir ropling
mistakes the trappings and ceremony of society for character
and intellect. liis main concern is his appearance and the
impression he makes on people., lie is constantly engaged in
a game of one-upmanship with all of the men he comes into
contact with,

Since he really belongs to neither of the groups he has
been costumed in green., his fondness for clothes necessltates

more than one costume for him and so he has been designated

a different costume for each of his three entrances.
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Flate Twenty

Fopling's first entrance is made in chartreuse. Since

this is his first social call in London after his return from
France, he would presumably be dressed in all of his outrageous

finery. In order to set his style as more ornate than the

prevailing mode, it was decided to move him back to circa
1665 when the style was much more lavish and cluttered.

Yopling's shoes are of white leather and have large fan=-

shaped tongues which are edged with white box-pleated linen,
The shoes are trimmed with large chartreuse satin streamered

bows. liis white tights are gartered at the left knee with a

satin bow.

61

iiis petticoat breeches ~ are made of olive green velvetl

and come to Jjust above the knee, ihe flounces are of char=
treuse satin lined with black taffeta and edged with one-half-
inch gold ribbon. 7Three gold tassels hang from the waist in

front.62

he shirt is of white silk organza over white taffeta
and has large puffed sleeves which end in starched ruifles at
the wrist. 71he sleeves are gathered below the elbow and again

at the wrist with one-quarter-inch olive satin ribbon trimmed

61§2$S-O'P! 56,

62Aaidc from Fopling, the only persons wear tassels

are servants and Lady Woodvill, a comment on the "latest fashe
ion from France."



Plate Tweaty: S8ir Foplimg Flutter, Act III, Scene 2 and 3.
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with timy gold buttons and tassels at three-inch intervals,

The tassels are omitted on the wrist.
Fopling's coat63 is of chartreuse satin, interfaced, and
lined with olive green taffeta, 7The short fitted sleeves end

in organza over nylon net ruffles, %1he bottom ruffle is four

inches in width and the top one is one and one-half inches

wide, f%he front seam of the sleeve 1s cdecorated with box-

pleated white linen trim with a one-quarter-inch olive velvet
ribbon running down the center. 1Iwo-inch wide bands of olive
velvet encircle the bottom of the sleeve itself, Small gold
buttons are centered on the band at one and one-half-inch
intervals., The same pleated linen and velvet trim edges the
front of the coat on both sides and medium sized gold buttons
accent the waist at the sides, three buttons on each side,

His jabot is of white organza over taffeta and is trimmed
with a four-inch band of white lace at the ends, <%he lace is
attached with one-quarter-inch gold ribbon and another row of
the ribbon forms the hems 1wo gold tassels on white silRk
cord tie the jabot on and hang down underneath it so that the
tassels show beneath the jabot.

lils wig is black, long, and very fulles iwo lovelocks are

caught with chartreuse streamered bows, one over each shoulder.

The hat has a wide upturned bowl-like brim and is made of

6BWaugh. pe 60, (Umit pockets and take two inches off
of the center front edges,)
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industrial felt covered with chartreuse satin., A two-inch
band of olive velvet studded with gold buttons two inches
apart edges the brim over a single row of box-pleated linen
three-quarters of an inch wide, iarge ostrich feathers of
both white and black cascade over euach side of the hat,

Sir iopling is heavily made up and wears a black velvet
heart-shaped patch to the right of his mouth and false eye-
lashes, ii.e carries a tall thin black cane that has two gold
cords with tassels hanging from the gold metal band,

flate iwenty-One

fopling is masked on his second entrance to Lady lownley's.

sie has been to Court and is dressed for the evening.

iils shoes and stockings are the same as for the first
costume, but the chartreuse bows have been replaced with gold
ribbon rosettes, ihe broechesél+ are constructed of dark green
taffeta overlaid with white lace, interfaced, and lined with
muslin. ‘lhey are banded below the knee with one-inch gold
ribbon and have two-inch ruffles of white lace, oStrips of the
white lace three inches wide are pleated horizontally at one-
inch intervals and affixed to the side seams of the breeches,

The coat, cut from the sume pattern as his first one, is

6I+Ibido o Po 24,



92

Plate Twenty-One:

8ir Fopling Plutter, Act 1IV.
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of the same taffeta and lace, heavily interfaced and lined

with the green taffeta acain. Strips of the pleated lace
edge both cides of the center front closing, the front dart
positions and the back dart positions. & four-inch ruffle of
the lace trims the hem of the coat.

“he short sleeves are disigned in the suame manner as

those of the first coat, 1he ruffles are made of the white

lace stiffened with two layers of nylon net and the seam is
trimmed with a two-inch strip of the pleated luce, ihe band
at the hem is a two-inch width of forest green velvet with

gold stitched embroidery., in epaulet of gathered white lace
covers each shoulder of the coat, ihe coat fuastens up the
front with hooks and dyes,

Fopling's brandenburgh is of dark green velvet, cut in
& circular pattern, with long bell sleeves, 4ihe coat is
lined with white lace and a six-inch ruffle of the lace trims
the knee length hem of the coat, the bottoms of the sleeves,
and forms the round collar, 4he srandenburgh ties with dark
green satin ribbons set in pairs eight inches apart down the
front and has a logg green silk cord attached to the left
gside at the throat on the inside and another on the inslide of
of the right armscye enabling the coat to be worn as it 1s

shown in the rendering.
The two chartreuse bows are gsemoved from the wig for

this scene, and the hat, of the same pattern us the previous
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one, is of dark green velvet over industrial felt and buckram,
trimmed with two-inch wide pleated lace in the manner shown.
white ostrich feathers are piled on the left side and spill
out over the right.

I'opling®s mask is of celastic painted white and shellaced
and has black eyebrows painted on it and false eyelashes af-
fixed to it. a gold streamered bow is attached to the maske.

ills cane is white and trimmed with a gold bow.

Plate iwenty-Iwo

sir ropling's costumes are intended to progressively oute
do one another in outrageousness, It was felt that to design

a suit more elaborate than the one shown in Flate iwenty-One

would defeat itself by being so busy that it would detract
from any scenes in progress. Accordingly, it was determined
to costume sir ropling for a specific activity for his last

entrance. buuring the dialogue Sir fopling mentions that he
has no time for women because he is currently engaged in de=-
65

slgning a ballet, therefore he wears a ballet costume,

The green, white and gold of his color scheme is continued,
but the white and gold are moved into the primary positions
and the green used more sparingly to point up the similarities

65Etherege. act Five,



Plate Twenty-Two: Sir Popling Flutter, Act V.
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between Lir fopling and Jorimant. In act rive, all of Lori-
nant's intrigues threaten to come out in the open and betray
hin, .uch of his dilemma is caused by his surrender to the
satisfaction of superfigial needs motivated by personal pride,
qualities that Jopling is a symbol of, rorling, then, ends
up in the white and gold in which _Lorimant started off, rein-
forcing the aspect of Lorimant's character which is being
revealed in the scene,

ile 1s shown wearing white tights and white satin balloon
breeches®® which are gathered to the muslin lining above the
knee, a large single gold tassel dangles from the outer seam
and a chartreuse crepe cummerbund is draped around his waist
trimmed with gold tassels four inches apart, ihe cummerbund
is constructed in the same mannar as varimant's,

Fopling®s shirt is made of pale yellow silk acetate with
a metallic gold pinstripe lined in muslin. It has short bell
sleeves and the under sleeves are of white organdy. woth
pairs of sleeves are gset in as one. 71he shirt has a standing
band collar of white leatherette one and one=half inches wide
with a one=half-inch ruffle of white organdy., It is trimmed
with half pearls glued on one inch apart,

Uver this he wears a floor-length circular cape of the

same dark green velvet as his trandenburghe It is lined with

66!1’3\15}1. Pe 59. (Omit flounces.)
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white taffeta and i1s permanently fastened to wwo three-inch
wide strips of the white leatherette trimmed with pearls which
cross on the breast and hook to a leather belt worn under the
cummerbund, The leatherette bands are stitched together where
they cross and a large oval gold medallion trimmed with pearls
covers the stitching. A matching medallion is placed in the
front center of the white satin turban he wears. 1Iwo black
ostrich feathers rise over the turban from left to right. 1t
is suggested that Fopling have at least two wigs so that the
turban can be attached directly to the wije. white leatherette
mules on chartreuse chopines complete his outfit., They are
trimmed with pearls also.

Flate lwenty-lhree

Fopling's pages are dressed in his colors and in order
to avoid having them look like a chorus line, two basic fabrice
and one silhoustte have been used, but the trimmings are all
handled differently.

All of the breeches are of the Young Bellair pattern and
- gather to elastic above the knee. 4ihey all wear brown shoes,
white tights and white muslin shirts with two-inch ruffles at
the wrist and plain rectangular jabots. All of their coats
are cut from Young Bellair’s pattern, have three-quarter

length bell sleeves, and are lined with buff taffeta, The



Plate Twenty-Three: Pages to Sir Fopling Flutter.
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variations are as follows from left to right on the rendering.

Page number one wears breeches of medium green sailcloth
and his coat is made of olive green wool, Gold cording is
sewn into all of the coat seams, along both fronts and edging

both his pockets. ile wears a long powder blue taffeta sash
tied like a baldrick and the ends of the sash are trimmed with
two-inch black silk fringe., His shoes are trimmed in blue as

shown.

Fage number two has a coat and breeches of green-brown
sallcloth. lie wears a yellow taffeta sash tied on his left
arm above the elbow and wears rosettes of yellow grosgrain
ribbon on his shoes, his hat is of brown industrial felt
over buckram and is trimmed with white feathers,

Fage number three wears breeches of olive green wool and
a green sallcloth coat with brass buttons down the front. The
buttonholes need not be practical as the coat is worn open.
lie has a cluster of orange grosgrain ribbon on his left
shoulder and at the outside of the right knee attached to his
breeches, kosettes of the same orange ribbon trim his shoes.

The fourth page is wearing & dark green wool coat and
green-brown sailcloth breeches. Iwo-inch bands of brown

leatherette are set on the sleeves four inches above the hem-
line and gold buttons are attached to them every one and one-

half inches, He wears a three-inch brown leatherette belt
with larger gold buttons set at two-inch intervals. The belt
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laces together at the center back with a leather thong. =nis

shoes are trimmed with three gold buttons.
All of the pages wear shoulder length wigs parted on
the right side and may wear hats similar to that shown on

the setond nan,

ian's character has already been discussed in Chapter
iwo, Sectioa One, and need not be gone into here, It is
important to note that this costume has been designed for a
very heavy woman with large breasts and extremely large hips

and stomach, 1t is probable that any woman would have to be

padded at the hips and belly in order to approsimate the ren-
dering, but if the actress playing Foggy han does not have the

other assets pictured, a new costume should be designed in

the same color scheme,

Flate lwenty-liour

lian's dress is built on her corset which is cut extremely
low at the neck and high at the waist, It is of dull red

hopsacking with a dbright gold polka dot print, The full
skirt is gathered onto the round waistline and is hemmed two
inches off the floor. Her extremely short sleeves are cut in
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Plate Twenty-Four: Foggy Nan.
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one with the bodice and seamed at the shoulders. ‘he under-
sleeves are of bright pink yum-yum and gathered to elastic,
ending in one-inch ruffles., The bodice iw trimmed with a
one-inch ruffle of the yum-yum and a bright rose satin bow
marks the cleavage., 41he apron, of bright gold cotton is
sewn directly onto the dress,

She wears black soft low-heeled shoes, black tights, and
a plain muslin petticoat, Her mob-cap is of gold cotton
trimmed with a rose satin bow, lier black lace mitts have a
one -quarter-inch rose satin ridbbon threaded through them at

the wrists,

swearing iom

vom's character has also been gone into elsewhere, but
it must be noted that as he is the opposing symbol to Ran, he
must be her physical opposite also. iHis clothes have been

designed in vertical lines to accentuate this,

Plate lwenty-five

€7

fom*s breeches ' are constructed of charcoal grey jersey.

tiis shirt, of 1ight grey muslin, has a long rectangular jabot

6?Ibido s Po 61.
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Plate Twenty-Five: Swearing Tom.
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tied 1like an ascot and then knotted two-thirds of the way

down as shown, lils sleeves are worn rolled up.
His coat, of dark blue wool with a black pinstripe, is
cut from ¢ld 3ellair's pattern and lined with black taffeta,

The elbow-length sleeves end in three-inch charcoal wool
jersey cuffs,

fils shges are black and low-heeled, his tights are
pearl grey, and his wig is black, parted in the center and
styled in waves to the pape of his neck., he wears a small
pince-nez and carries a round black hat of industrial felt
over buckram banded with a black silk cord knotted with two-
inch ends left over to which are affixed silk tassels,

aure Smirk

omirk is the chaplain called in to perform the marriage

in act Five, Because of the adverse remarks about the clergy
in the first act of the play, he is costumed as the antithesis
of Christtan piety. lie is ppetrayed as a glutton, overfond
of spirdts. amd a sybarite, and is intended to be played with
a suggestion of lewdness, e is designed as a Catholic prist
in disguisej; the private priest of a very wealthy woman who

provides him with all of the "amenities."

buring this period all ministers were rrotestant ones,
or pretended to be, therefore Smirk is dressed mainly in black
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and white, It is in his cholce of fabrics and his use of
red in places where it 1s almost hidden that he gives himself
away, It will be noted that Smirk and .iedley are in the same
color combinations reversed., The tie between them is inten-

tional as both are private sybarites masquerading as ascetics.

Flate iwenty-Six

Smirk wears regulation black shoes with silver buckles,

and white tights, iis garters, however, are of two-inch red
satin ribbon worn below the knee,

His breeches (iiandy's pattern) are of black wool broad-
cloth and gather to the black taffeta lining just above the
knees, The coat, cut on 01d Bellair's pattern, is of matching
wool broadcloth and has elbow-length sleeves with three-inch
black satin cuffs lined in scarlet taffeta. ihe coat should
come nowhere near to meeting over his stomach and is lined in
black taffeta,

Smirk's vest is of gunmetal grey silk faille with a
raised velvet pinstripe, and is cut from the same pattern as
the coat, but must button over his more than ample belly.

The vest buttons down the center front with small jet buttons
set in pairs as shown. The vest should pull over the stomach

and not quite meet over the largest circumference as is showmn

" in the rendering., The sleeves of the vest are of Rhe same
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Plate Twenty-Six: Mr. Smirk.
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fabric and are long and fitted to the wrist where they end in
black satin split cuffs three inches wide lined in the scarlet
taffeta,

His shirt is of white voile and the full sleeves end in
three-inch falling fuffles. The jabot is of voile also, with
a three-inch horizontally gathered baad built on white taffeta
and a two layer closely gathered rectangular falling ascot of
voile,

cmirk's wig is pure white and combed back smoothly from
the forehead to ear level where it falls into shoulder-length
ringlets, liis low-crowned round brim hat is of the finest
black velvet over industrial felt and buckram, he wears two
large rings, one on each hand, and carries a sible, His rosary
hangs negligently out of a low horizontal slash pocket on his
vest,

Smirk should be highly colored and gross of flesh, giving
the impression of impending gout or apoplexy.

lhree Slovenly Fellows

These three gentlemen wander through the ..ail scene and
are held up to ridicule by Fopling and lirs. Loveit as being
odious fellows of great affectation. sSince Fopling and iirs.
Loveit are the two most affected people in the play, it is a
moot point just how slovenly these three fellows are. Fopling
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and Loveit speak of having seen these fellows before and so

it is presumed that they all frequent the same places and

that these gentlemen are of a social position not far below

that of the pringipals. 4ihey are, accordingly, well dressed

and for comic variety should be cast by physical type.

flate iwenty-Seven

ihe first gentleman is tall and thin and has been dressed

in close-fitting garments of a vertical stripe to accentuate

this,
he wears black shoes with red heels, long tongues and

oblong silver buckles, lils tights are lavender and his fitted

breechos68 are made of maroon wool jersey. Iliis white shirt

of cotton percale has full sleeves ending in two-inch ruffles
and a matching jabot that reaches to the waist when tied.

sils coat69 is of maroon satin with black vertical stripes
and bright red satin polka dots placed four inches apart in
every other maroon stripe, It is lined with red taffeta.

lils wig is red, parted in the center and falls straight
to below the shoulders. inis hat is of black industrial felt

over buckram with a tall Furitan stovepipe crown and & narrow

681bido. Pe 6l.

%9 1bid., pe 59
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Plate Twenty=-Seven:

Three Slovenly Fellows.
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brim cocked up in the front., It is banded in three-inch dark
red faille, He wears a monocle on a narrow black cord attached

to the walst of his breeches, and a round black patch sits

alongside his nose,
Gentleman number two is short and plump. .ie wears mus-

tard shoes with wide violet taffeta bows, yellow tights and

a yellow shirt made of muslin. ihe long sleeves end in one-
inch ruffles and the rectangular Jjabot knots at the throat.

His breeches’0 are of dark violet suedecloth and trimmed

with four gold buttons on the front sailor fashion. :lis coa.t71
is of matching suedecloth lined with yellow taffeta. It
buttons down the front with the same gold buttons that trim

the pants, 1he buttonholes need not be practical as the coat
is worn open,

iiis wig is duark blond and falls untidily to his shoulders
in curls. 71he hat is of mustard felt over buckram and sports
a few dark red feathers,

Gentleman number three is a pretty fellow dressed in
black shoes with powder blue satin ribbon rosettes, pink

tights, and close=fitting breeches72 of pink brocade. T1hey
end in plain bands below the knee. iiis vest73 is of matching

70
7

721bido. Poe 61,
P1vid., pe 59

Use the same pattern as that for sopling's puges.

Naugh. Pe 60.
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pink brocade and buttons to the waist with self covered but-
tons, His coat7u is of pale lavender upholstery damask

lined in pink taffeta, It has an interlining of muslin,

The coat has long fitted sleeves and is trimmed with rosettes
of the powder blue ribbon at the waist on the sideseams, Hlis
jabot is of white muslin and decorated with powder blue ribdb-

bons at the throat. <cleeve ruffles of the muslin may be
attached directly to the coat sleeves and should be two and
one-half inches wide,

nis wig is black, curly and pulled into a large fluffy
ponytail over the left shoulder with a black satin ribbon.

rils large hat is of pearl grey felt over buckram and decorated

about the low crown with six rosettes of the powder blue rib-
bon., He is heavily painted, wears false eyelashes, and an

entire coach and four of black velvet race across his cheek,
The Chair Searers

sellinda is borne by litter from Lorimant's apartiments
following her assignation with him. It is carried by men of

the street.

7"Ibid. 9 Po 600
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llate iwenty-iight

Since these men make their living on their feet, pre-

sunably they would spend money for their shoes, Jsoth wear
serviceable black ones with low heels,

The bearer on the left weurs dark green breeches75 of

denim tied with black cording at the waist. inis shirt is of
grey patched cotton and is worn open at the throat, ihe vest
is of rancid brown leather, all of these garments are ragged,
dirty, and sweat-stained, !iis short brown hair is bound in
dirty ragse.

The other bearer has bound his feet in dirty rags inside
his shoes, and wears ragged burlap pants cut on the same
pattern as his friend's, which are lined in muslin and tied
with rope, llis jacket76 is of dark brown hopsacking lined
with black cotton. lie has looped a red flannel scarf about
his throat. Ilils hair is shoulder-length and matted and his
clothing should also be dirty and ragged.

751vid., p. 6l.

78 1bida, Do 596
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Plate Twenty-Eight: Chair Bearers.



CONCLUS ION

The design process has now been completed and the costumes
nust stand for themselves., No matter how thorough the research
and documentation have deen, despite the validity of the play
analysis, identification of theme, and character bdbreakdown;
in the final reckoning the costume design scheme stands alone.
If the costumes fall to evoke the desired sudbconscious re-
sponses from the audience, they are a failure.

The ultimate success of failure of a design scheme is in
other haads than that of the designer, bdut certain measures
are abvailable to him to insure its validity. There is no one
solution to the problem of designing successful costumes for
a theatriocal production, there are as many design schemes
possible as there are designers and directors, and each ds-
signer is motivated to some extent dy his or her own tastes,
dbut those tastes must be tempered by the individual demands
of each production. The specific demands of this production
as seen by the designer have been outlined in the preceding
chapters and hopefully translated into meaningful visual form.

As with any theoretical problem, this one has the limita-

tion of never having been constructed and seen on the stage.

There are oftentimes mistakes in interpretation, color funding,
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or fabric selection that are discovered in the buying or
building processes and can be rectified at that time., These
faults do not always show up in the renderings. again, seeing
your costumes rendered on isolated sheets of paper is not the
same thing as seeing them moving about on the actors, and
conbinations that seemed to work on paper do not always work
onstage; some combinations become too blatant; others not
obvious enoughe No design scheme can be fully Judged as being
successful or not until it is seen performing the function for
which it was formulated.

The values of a theoretical study lie in the opportunities
for intensive research into an historical period, the chance
to design with no financial restrictions (an opportunity that
may never be encountered in actuality) and without having to
compromise with the director on your design scheme, and prace
tice in rendering techniques and the application of sound de-
sign principles,

This particular study was most valuable for the author
in the research into the Restoration ethic of Libertinism and
its application to Restoration comedy. <The theories of Lale
Underwood and Thomas lie Fujimura concerning the relationship
of the Libertine to the rest of Restoration society result in
a change of character for the comedies of the period from a
superficial view of them as merely Comedy of ilanners deplcting

the surface behavior of a certain stratum of society to one
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of a group of plays written in order to display the philoso-
phies and motivations of the natural man in opposition to a
gsociety operating under a false set of rules and values,

The discovery of these theories was invaluable to the designer
in developing a design scheme to successfully visualize the

theme and purpose of The iian of i.ode.



AFPENDIX

Certain general rules of construction are to be followed
in the execution of the costumes for this play.

All patterns are to be out out of undbleached medium
weight muslin and sewn together. The first fitting for the
actor will be of this pattern. Any adjustments are to be made
on the actor and then the muslin pattern is to be taken apart
and the adjusted pieces used as the pattern to cut the actual
fabrics of the costume out with, The muslin pattern is then
used as a backing for the fabric unless it is otherwise di-
rected,

All seam allowances are the standard five-eights of an
inch and all of the measurements given in the text are finished
ones, Seam allowances will have to be added to determine the
cutting measurements,

All of the women's bodices will be duilt directly on the
corsets, therefore the corset pattern is used to cut out the
bodices., A six-inch section at the center front of the waist-
line of all women's skirts is to be left ungathered to accomo-
date the corset waistline and give the skirts the straight
look at the front characteristic of the period,

Oonly the sources of period patterns needed are given in

the text, All other garments are to be cut out using modern
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patterns available at any local fabric store.

he fabrics used in these costumes are the optimum
materials for their individual purposes, but many of them
are prohibitively expensive, Substitutions are allowable,
but all of the characteristics of the fabric substituted should
coincide with the desired one, aside from the obvious one of
color;y welight, draping quality or stiffness, finish (whether
dull or bright) and texture must be taken into account as
they are carefully balanced against each other not only within

an individual costume, but among the Bifferent characters as

an integral part of the design scheme of the play.
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