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ABSTRACT 

 

This thesis describes the creative process used when designing costumes for 

Temple University’s Fall 2019 production of An Enemy of the People by Henrik Ibsen, 

adapted by Arthur Miller. It follows the authors journey from initial impressions, through 

the designs reaching the stage. Subjects will include working with an adaptation, research,  

character analysis, problem solving the rental process, and the collaborative nature of  

construction. Finally, the author will reflect on her  successes and challenges in bringing 

the show to the stage.  
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CHAPTER 1 

INTRODUCTION 

 

On Friday, January 25th, 2019, I received an email announcing the next year’s 

season. A week later, I learned I would be designing the first show of the year, An Enemy 

of the People by Henrik Ibsen. My first meeting with the production team would take 

place the very next week. I quickly found a script to read and was taken in by the story.  

My previous experience with Ibsen included A Doll’s House and, more recently in our 

Seminar in Dramatic Literature, When We Dead Awaken. While both these stories 

provide a social commentary like most of Ibsen’s work, I felt they were very restrained. 

Nothing had prepared me for the energy in An Enemy of the People. 

I began my process by reading a translation of Ibsen’s An Enemy of the People. 

While I hadn’t received the script, I wanted to get acquainted with the story and thought 

the any translation of the original version was a good place to begin.  After the initial 

design meeting with the production team, I learned we were going to use Miller’s 

adaptation. After I read the new script, I found it noteworthy that despite many 

differences between the two, at the root, their message and the characters are very 

similar. I couldn’t help but see the irony in the parallels of our current society’s ‘fake 

news’, and climate crisis reflected from both Ibsen’s 1880s and Miller’s 1950’s stories to 

our modern times. At its core, this is a story of a man of truth and science, standing up for 

what he believes is right for the good of humanity. This story is timeless, and its retelling 

is as important now as it was for Miller. My liberal heart saw the fight against 
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capitalism’s destructive forces, with a direct social and political correlation to the 

modern-day dilemma that is Flint Michigan’s ongoing water crisis.  

After the rushed announcement of the season, my mentor, Marie Anne Chiment 

came to clarify our assignments for the next year. I would design An Enemy of the People 

for Randall Theatre in Fall 2019, and in the Spring semester, I would design The Country 

Wife, by William Wycherley for Tomlinson Theatre. Then Spring semester was 

reevaluated.  The Country Wife was moved to Randall to give the musical, Love’s 

Labor’s Lost, the space it needed. I suddenly was without a large stage show. The faculty 

decided the best course was to switch assignments. I would be designing Love’s Labor’s 

Lost, with Peter Reynolds as director. 

This shift left a concern for me. I was previously designing a large period show, 

an obvious choice for my thesis. Now, with An Enemy of the People becoming a period 

design and Love’s Labor’s Lost a large-scale modern design, which would be the right fit 

for a thesis project? It wasn’t until after the final renderings were presented and approved 

that Marie and I were able to conclude that An Enemy of the People was the best choice 

for my thesis. 

My uncertainty didn’t end there. At this point in the semester, we had yet to 

approve final budgets. We had a proposed budget of 8,000 dollars, but the university was 

considering budget cuts over the summer and we would not know final numbers until Fall 

semester. It was difficult to plan without this necessary practical component being 

finalized.  I felt I had to make every choice count, and try to plan underbudget, because 

the proposed money might not be realized. 
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It is difficult to work when the variables are subject to change. I had trouble 

setting expectations when I felt I was staring into the darkness of the unknown. However, 

this is often the case with design. We can never know the curve balls that might be 

thrown our way. It is our job to be ready for the unforeseen and adapt to change. I am 

lucky to have an intelligent and caring group of teachers and colleagues at Temple to 

assist me. This was my first show where I also had faculty director, which added a layer 

of support.  The process was sometimes difficult, but I was never forced to go alone. 
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CHAPTER  2 

PRELIMINARY DESIGN DECISIONS 

 

 The production team, director Marcus Giamatti, scenic designer Fred Duer, 

Lighting designer Jason Norris, and I sat down for an initial meeting during Spring 

semester 2019. We originally discussed that the subject is timeless, and as a 2019 telling 

of a 1950’s adaptation of an 1880’s play, we all believed it could be easily shifted into a 

modern period that hinted at Ibsen’s time without feeling distinctly from any period. Mr. 

Giamatti wanted it to feel unencumbered, with few props and a minimal set. We 

discussed a desire for intimacy and decided to stage the production in the round, that 

could represent all the locations with minor furniture and lighting shifts. But while our 

space was mutable, the people needed to be real.  My task was to create a modern look 

that reflected character but harkened back to an older time. For me, this task conjures up 

images of women in modest skirts and blouses and men in business wear, pieces that 

have existed in similar forms for much of history, with nothing that implies the 

recognizable trends of a specific period. Therefore, my preliminary research was looking 

at mid-calf skirts and dress shirts for women and suits or business casual clothing for the 

men.  

When the Spring 2020 assignments were changed, my mentor, Marie Anne 

Chiment, realized I would not graduate with a true period show in my portfolio. To solve 

this issue, we switched focus and decided to set the costumes in the late Victorian era. 

Luckily this was still early in the process; though preliminary modern collages had been 
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presented, rough costumes had not been drawn. Mr. Giamatti was very committed to the 

educational aspect of the production and was supportive of the change. He and I 

discussed moving the setting back to Ibsen’s 1882 publication, but still wanted the actors 

to be unencumbered by the costumes. It was important to let the words of the play be the 

focus. The bustle skirts of the 1880s felt very much in opposition to this goal. My desire 

was to keep a bit of the timeless modern feeling in the design and the very trendy bustle 

felt unnecessary to the story. Just a few years later, however, the 1890’s were a time of 

dress reform that pushed clothing into a new century and towards many of the styles we 

still see today.  

Simply moving the original period forward by just eight years seemed like the 

perfect choice.  I was able to embrace the men’s sack suit of the period, a style that has 

barely changed in the last 130 years. One of the few choices I made that went against the 

period, was that I avoided the women’s huge leg-o-mutton sleeves characteristic of 

1890’s women’s wear. Luckily, a small town in Norway does not lend itself to haute 

couture, so it was logical to think these women chose a slimmer, more practical sleeve. 

While the costumes were certainly historic, they were simplified in a way that didn’t 

distance them too much from contemporary clothing.  

The feeling I gleaned from reading the play was restricted, dark and moody and I 

chose to base my color palette off that. This show is not bright and cheery, and the rest of 

the team agreed, with Mr. Norris adding he wanted to find a way to make the space 

shadowy. Mr. Giamatti wanted the play to feel cold and coastal, like it’s Norwegian 

setting. I instantly thought of Norwegian fjords, the blue water, with grey clouds and 
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brown craggy earth.  An important part of my process includes assigning meaning to 

colors. I relate to color very strongly, and see relationships through my associations with 

color, so I tend not to make choices for characters to wear a color without adhering to 

these rules. As I planned on a very neutral palette of black, white, grey and brown, any 

colors I did choose to apply to the characters became even more important. I decided my 

accent colors would be blue and green. The blue was mainly for the Stockmann family 

and their supporters. I associated blue with purity and truth; it was the clean clear water 

of those fjords. The green represented the poison leeching into the water supply, the 

greed of those who deny truth for their own security. 

The deep connection I have to color lead to my concept. Mrs. Stockmann’s line, 

“Without power, what good is truth,” struck a chord with me. (Miller 1994 p.40) This 

story is not just about fighting for the truth, as I initially thought; it is about the fight of 

truth over power. There were two forces in this story, power and truth, and I wanted to 

help communicate which side the characters were on. Our environment was an abstract 

world, the set mainly consisting of the outlines of a house surrounded by audience. The 

lighting design would help to define the reality of the space with practical lights that 

would create a shadowed atmosphere.  My work was to define this world even further by 

drawing focus to the characters and defining them in their minimalist world. I still needed 

to keep my contribution simple, the final layer was the words. The script was the focus of 

the story, and our world needed to remain uncluttered to let the words shine. 

My desire for simplicity also led to the fabric choices I made. Despite wanting to 

make the characters feel firmly placed in their environment, I ended up staying away 
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from Norwegian motifs and folk costume. Because the rest of the show was so 

minimalist, with many props being mimed, I didn’t want too many details cluttering up 

the costumes. I focused on vertical lines, which typically communicate strength, as 

everyone in the play is so rigid in their convictions. Even then, the prints in the fabric I 

chose were very subtle, so on stage they were not very obtrusive. 
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CHAPTER  3 

RESEARCH 

Temple’s revision of the script edited out some lines and clarified blocking from 

Miller’s script to help the flow of the play. The team was given a copy of the initial 

revision, and a final revision with no explanation of changes. After reading four versions 

of this story, it was hard to keep track of what was cut and what was in our final edition. I 

tried to keep up with the changes, but as they had been made after my design process, it 

was hard to keep everything straight. Luckily, the changes I missed didn’t hurt the 

process, just required quick emails to clarify staging. Despite my juggling scripts, I was 

glad to have all the versions to draw from, especially the original work, as I approached 

period costumes. 

To inform my reading of the adaptation, I studied several articles that analyzed An 

Enemy of the People. In one of these commentaries, I came upon a passage in which 

Ibsen compared himself to the doctor, saying Stockmann is “more muddle-headed than I 

am.” (Van Laan, 1986, p. 102) This confirmed my interpretation of Dr. Stockmann 

clearly in a grey suit. While Miller’s Doctor Stockmann is much more intense, I enjoyed 

the thought that he might get a bit lost in the clouds, and my strong associations with the 

grey and blue of the sky stuck with me from that initial reading. This grey inclination was 

also in part a counterpoint to his brother, the very strict, proper, black- and- white Peter 

Stockmann. I saw the energy in Miller’s Stockmann funneling into him having a bit of 

wonder and more freedom of thought than his brother. Miller is focused on character and 
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puts much more into his character description, which I appreciated as I worked out my 

interpretation for each of the characters.  

After we had decided on the time period, I began researching 1890s fashion. I 

referred to textbooks for a general overview of the period. It is important for any designer 

to understand basic fashion history, including societal and political changes that affect 

fashion. My education has focused on the Victorian era quite a bit, so I was able to trust 

my instincts when designing. Still, I turned to some textbooks to refresh my knowledge 

and ensure I was considering all my options when creating the costume. 

One of the first lessons we learn in costume design is that the costume needs to be 

designed from the skin out. When beginning my designs, I had to consider what 

undergarments to provide actors. The chemise and drawers typical of the period were not 

necessary for this show, as they are not seen at any point in the action and are 

comfortably replaced by contemporary camisoles and underwear. The corset, however, 

affects how clothing sits on the body and how women can move, so this was an important 

undergarment to include in my design. Their effect is not easily replicated by modern 

bras or girdles, so each actress would need to be fitted with a corset. We also provided 

corsets for rehearsal to make sure the actresses had ample experience working with the 

restrictions of their corset, which hopefully encouraged period appropriate movement. 

While undergarments changed very little over the past decades, the garments of 

the 1890’s shifted dramatically. Women were adopting much softer silhouettes. The past 

years had seen the bustle, a padded skirt that focused massive amounts of volume at the 

back of the skirt, come and go in different forms. Now women’s skirts were much more 
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like a smooth bell, with only some pleats in the back remaining of the bustles of the past 

decade. They were constructed with a gored design to fit smoothly over the hips. To 

accentuate an hourglass figure, waists were small, while shoulders and busts gained 

volume. Ruffled yokes and large leg-of-mutton sleeves were popular features on shirts to 

add this volume. Blouses of the period were called shirt waists. They were tailored like a 

man’s shirt, with fullness and decorations to flatter feminine forms. Walking suits were 

popular women’s daywear. They were an ensemble of shirtwaist, skirt and jacket. Again, 

we see women adopting styles like men’s tailored jackets as dress reform and suffrage 

movements work to equalize women’s rights. Women still wore hats and gloves to be 

acceptable members of society. 

Menswear had become much subtler in the 19th century. Colors were limited, but 

men still had options to show personality. There were three main styles of coat for men. 

The frock coat, a full skirted coat, began to fall out of fashion but was still worn by older 

gentlemen. Morning coats were the favorite for formal daywear, with a curved front, they 

allowed waistcoats to be displayed. Sack coats, a loose fit coat most similar to our 

contemporary suit coat, gained popularity. Coats buttoned high, meaning collars and 

lapels were smaller, but sack coats would be worn open and morning coats were cut with 

the intention of more showing a more decorative waistcoat than previous styles. Single 

breasted garments were more popular than double breasted. Trousers were fairly straight 

and narrow, with suspenders and a higher waistline than our contemporary versions. 

Shirts often had removable collars to make the stiff starched collars of the period easier to 

achieve. Pops of color could be added by knotted neckties and bow ties. Personality could 
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also be seen in decorative studs and even patterned shirts, with striped shirts beginning to 

appear. Outerwear was becoming longer than previous decades and hats were common, 

with formal top hats, round bowlers or derbys, being joined by fedoras and homburgs as 

styles for the wealthier man, as well as newsboy caps, knit headwear and other casual 

headwear worn by the lower classes 

With this knowledge I began to prepare my historical costume preliminary 

presentation. I searched through museum collections for images to communicate my 

ideas for each character’s style with the design team. I prefer the Metropolitan Museum 

and the Victoria and Albert museum collections, but due to geography they tend to have 

an American and British focus. While fashion had similar features across different 

countries, styling and fabric choices would change, making some garments distinct 

geographically. Trying to find specific examples of Norwegian dress proved challenging.  

This is a time in which photography was advancing, and there were many records 

of folk costumes and wealthy Norwegians online. Still, finding documentation of fashion 

of the middleclass was difficult. Middleclass people might not have the means to pay for 

photographs, and as average citizens, were not of interest to photojournalists. On a whim, 

I left academic sites and found an amazing source in Carl Størmer’s buttonhole hidden 

camera. I could hardly believe there was a small enough camera or fast enough shutter 

speeds at this time for these photos to be real.  I initially found many of the pictures in an 

article on the website “My Modern Met.” After some digging, I was glad to see the 

photos traced back to the Norsk Folkemuseum, and Størmer’s photos were legitimately of 

the period. His work shows people as they walked down the streets of Oslo. It was 
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refreshing to see how everyday people would style themselves without the stiff formality 

of museum mannequins and staged portraits. These photos also gave me a sense of what I 

could reference from American and British museums to see extant examples that 

informed style lines for specific garments. 
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CHAPTER  4 

CHARACTER ANALYSIS AND DESIGN 

On my second reading of the script. I generated a list of quotes that are 

informative to the characters. This is a tool we are taught at Temple to begin analyzing 

the characters and inform the choices in our designs. During this read, I also generated 

paperwork that tracked the characters through each scene in an act/ scene breakdown. 

Throughout the design process I updated this document and expanded it into detailed 

pieces lists that kept track of each piece of clothing that went into each character’s 

costume.  Once the designs had been approved, the pieces list evolved into a color-coded 

check list that kept track of where we were getting each piece from, whether pulled from 

stock, bought, rented or built. These pieces of paperwork are essential to keep the process 

running smoothly, from deciding how to costume the characters to getting those costumes 

to the stage. 

Dr. Thomas Stockmann is the focus of the play and therefore was the starting 

point in my design. My intent was that he should feel like a modern man, so he would 

wear a newer style of the sack suit. He comments on his spending being high, so I wanted 

his suit and pants to match, giving him a put together, wealthy appearance. To introduce 

that critical blue color into his costume, I gave him a blue vest, tie and overcoat in 

differing shades. I also gave him glasses, a familiar indicator of his status as an educated 

man of science. He also required a robe to wear at the end of the play, as he has been 

beaten by the mob and regains consciousness the next morning to find his clothes torn 
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and his home defaced. I modeled the robe after dressing gowns of the period but trimmed 

it down so as not to engulf the slim actor.  

One of the challenges of the script was that it called for Dr. Stockmann’s pants to 

be ripped the morning after the mob. While this was something we could achieve, it 

would require two pairs of pants, one clean at the beginning and a ripped pair to change 

into at the end of the show. We went into Fall semester with two pairs of pants, but in the 

editing process, Mr. Giamatti chose to cut the lines. The staging had him stay on stage 

from the beginning of the town hall through the mob scene, with his change into the robe 

facilitated by actors. We didn’t want him to have to change his trousers onstage, and 

there was concern about overburdening the actor before the climax of the show with a 

relatively superfluous quick change. While it removed one of my favorite lines of the 

show, “when a man goes out to fight for the truth, he should never wear his best pants,” I 

knew it was the best choice. (Miller, 1994, p.76) Our aim was simplicity, and this choice 

streamlined the play into what was important. 

Unlike his brother, Peter Stockmann is old fashioned and stuffy. He is self-

important and strict, and these traits led me to costume him in an old fashioned, stark 

black cut-away jacket and matching pants. He had the most green in his costume, though 

it was barely seen under his layers. His vest was an emerald green velvet and his cravat 

was an olive brocade. His formality and discomfort with the home meant he only took off 

his overcoat once in the entire show, and the color that represented his intense greed was 

masked by this. His overcoat had a luscious fur collar that reinforced his sense of pride 

and tied him into the other villain of the play.  
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Peter’s most difficult pieces were his hat and cane, which is referred to as 

“official insignia” and “the baton of command.” (Miller, 1994, p56) I did a lot of research 

to try to find out how to represent these, but it ended up being relatively fictional. I had 

seen some ribbons or crests applied to coats, but not much evidence of official hats. The 

baton needed to be used as a walking stick, so it couldn’t be a ceremonial mace, the 

closest object I could relate to a “baton of command.” I chose a cane with an ornate metal 

knob handle and applied a ribbon that matched a ribbon hat band applied to his top hat to 

represent official city colors. 

The other ‘villain’ of the play, Mrs. Stockman’s father Morten Kiil, is a wily old 

man that owns the tannery causing the water pollution. Because of his job, I wanted him 

in leather and fur. This choice was also led by a desire to make him seem intimidating. 

He is introduced as gruff but rather innocuous, but as the play continues, he reveals his 

cunning and brutal nature. As the oldest in the play, he wore a double-breasted vest, as 

double-breasted garments imply an older less fashionable man. Kiil is scripted to appear 

poor, as he has worn the same clothes for all the time Hovstad has known him. But 

Billing notices his diamond ring that he wears with the stone turned in to hide his true 

wealth. To support his humble pretense, his clothes were mainly brown and rather 

distressed. His shirt, like his ring, reveals his avarice with its olive-green color.  

Captain Horster is a friend of the Stockmann family and is “one of the longest 

silent roles in dramatic literature,” (Miller, 1994, p. 12). Despite not saying much not 

having much said about him, he was relatively easy to costume. Dr. Stockman introduces 

him as someone who doesn’t wear overcoats, so I chose to give him a fisherman’s 
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sweater and a skull cap reminiscent of the brimless caps worn by dockworkers of the 

period. He is a simple man, so his outfit was completed with slightly distressed black 

pants and boots. 

The two editors, Hovstad and Billing, find themselves abandoning their 

revolutionary views to live a comfortable life. As a nod to their daily job reading, I gave 

both glasses. Billing, the younger of the two, was designed to be the most down and dirty, 

with only a brown vest and white collarless shirt, no jacket. He is trying to gain status as 

a politician, but we see him at his most comfortable, as he initially claims to be a heathen 

and proud. Hovstad has given in to his desire to fit into the middle class he has joined, so 

wears a matching three-piece suit and tie, his touch of green. His suit is grey, as he is a 

“graduate of the peasantry,” (Miller, 1994, p. 3) he has left behind the brown earthy color 

of the people and is trying to imitate his friend, Dr. Stockmann. 

The character of Aslaksen was one of our major changes from the original script. 

Mr. Giamatti found that there were not enough female roles in the play and chose 

Aslaksen as a good character to switch genders and allow for another actress in a named 

role. Costuming a businesswoman in 1890 was an exciting challenge for me. I briefly 

thought to put her in a split skirt, a fashion piece that came about in the women’s fashion 

reform to allow for greater mobility. But I decided a woman who proclaims moderation 

would not be so forward with her fashion and decided she should have a simple bodice 

and skirt. I styled her after a walking skirt that had a suit jacket with a high roll line. The 

roll line is where a lapel turns back on a suit jacket, and Aslaksen is the most restrained 

of the women, so she would cover herself the most. I wanted her in a charcoal grey, very 
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understated, but not so severe as black. The final element of her outerwear reinforced her 

closed off nature, with a double-breasted coat. Barely noticeable, her hat had green 

feathers in it, a nod to her final denunciation of Dr, Stockmann. 

In comparison, Mrs. Stockman is rather open and loving, so I designed her jacket 

with a deep line that meets at the waist. It gave a very feminine hourglass shape, with her 

shirtwaist billowing out, giving her a soft loving aesthetic. I initially thought she would 

have some trim that would add even more curves, but I decided to keep with my choice 

of minimalism. To enhance her maternal look, I gave her an apron. This helped define 

when she was at home, and reinforced her primary objective, which is protecting her 

family. While we cut out her knitting on stage as blocked in the original script, I made 

her outerwear a knit shawl over a cape, to continue her soft flowing texture and lines.  I 

chose to have her in a slate blue, to inject a bit of color, but not be too bright, leaving that 

for the younger generation.  

That younger generation’s bright blue was inspired by Petra. Miller calls her 

“Ibsen’s clear-eyed hope for the future- and probably ours.” (Miller, 1994, p.12) This led 

me to costume her in the softest and brightest costume on stage. She did not wear a jacket 

like the older women, just wearing her shirtwaist with a satin tie. She had the most white 

showing which made her a focal point onstage. This is supported by the script, in which 

all the men fawn over her.  

The Stockmann sons, Morten and Ejlif, were another fun challenge. While the 

director could cast youthful actors, in a school setting, they would still be relatively close 

in age to their parents. Unfortunately, young men dressed very similar to adults in the 
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period. My research into children led me to a collection of photos that showed school 

children.  Many of the boys had a cap that looked like a fisherman’s cap. Scandinavian 

countries have a variety of student caps that look similar to these, so despite the lack of 

school uniforms in reality, I chose to put the boys in a school uniform for the sake of 

making them slightly more recognizable as school children. Ideally, I wanted them in a 

blue knit vest, with white stripes, giving them a touch of color to indicate a youthful 

brightness like their sister. I also made their overcoats short, another detail that set them 

apart from all the men wearing long overcoats. They were the only ones who had a full 

costume change, as they were scripted to come out in nightshirts and peek in on the 

family party at the end of the first scene. I questioned whether this was necessary, as we 

were concerned about the amount of costumes compared to previous years, but Mr. 

Giamatti advocated for it and I agreed that this drama needed all the comedic relief we 

could give it. In the end, this bit was very cute and helped add to the joy of the beginning 

of the show. 
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CHAPTER  5 

RENDERINGS 

 

As previously mentioned, Ms. Chiment and I weren’t certain whether this 

production or my Spring 2020 Tomlinson musical would be the appropriate choice for 

my thesis project, and we didn’t decide until after approving final designs. Therefore, all 

my preliminary work, sketches and renderings were done before I was certain that An 

Enemy of the People was going to be my thesis project.  I ended up being quite grateful 

for that, because I was able to render An Enemy of the People in a new style and medium 

that allowed me to express so much more than my perfectionist comfort-zone usually 

dictated. If I had known, I would certainly have used gouache, which I felt was my best 

medium. The freedom of not knowing meant I used colored pencil and charcoal to 

experiment with texture in my renderings.  

I also finally let go of my long-time crutch of using croquis, or pre-drawn forms 

that could be traced as the base of one’s design. I challenged myself to draw all the 

bodies myself without tearing apart the imperfections. I struggle a lot with drawing, and 

while I have improved greatly through practice, my renderings can come across as quite 

stiff and lifeless. In this project I tried to embrace that, letting the stiff formality 

associated with the Victorian era become a buffer to my desire for soft flowing forms that 

twist on the page. That romantic notion did not serve the show, and I was able to accept 

figures that stood straight on toward the viewer, ready to put up a fight with their 

opposition.  
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My process to create rendering involves a few steps. I first draw my roughs, 

which I make improvements and changes on as needed. I then scan these drawings into 

my computer and use photoshop to plan my page. I make a page with the title of the show 

and character’s name, and any graphics I feel will support my layout. In this case, I chose 

to include only a horizon line, and completed the rest of my background in charcoal. I 

then insert the rough rendering and clean up any lines. For this project, I had casting, so I 

imported the actor’s headshots and drew approximations of their faces to make the 

characters resemble the actors. Finally, I print each character out onto watercolor paper 

with the rough sketch slightly transparent, so the lines aren’t obvious in the final product, 

but are there to guide me as I fill in color.  

One of the challenges I have been working on is my heavy hand. I have so much 

tension when I create, and my colors tend to be blocky and don’t flow around the form as 

ideally as I would like. I chose colored pencil as my main tool to color in my renderings. 

Colored pencil takes time to layer to create depth in colors. This was an excellent way to 

work through my heavy handedness, as I had to patiently layer colors, and was able to 

control how much color went on each section. Still, it was difficult to let the highlights be 

lighter than I see them in my own eyes. This style of exaggerated highlights is one that I 

admire, but have trouble achieving. I want to create dynamic art, but have a hard time not 

seeing colors, highlight, and shades as very subtle. While this process was an adventure, I 

am certain that the unique quality of my work and my experimental mindset served the 

show because I confronted my personal ideas of what makes a good rendering. 
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CHAPTER  6 

BRINGING THE DESIGNS TO LIFE 

 

All theaters need to consider the resources of time, money and labor when they 

mount a production. We were beginning this process in spring, so we had time on our 

side. Money was a bit of an issue, though. We were producing a twenty-one person show 

in a spot that in previous seasons only had five to ten people in the cast. Another 

challenge was that the university was cutting budgets for the 2019-2020 school year. We 

had an initial proposed budget of $8,000, but we weren’t sure if that would change by the 

finalizing of the full budget in fall. I was conscious of this as I planned, however, I had to 

start purchasing before I had a finalized budget, or risk losing two months of time 

waiting. Such a delay would have put the costume shop much tighter spot, demanding all 

the builds be completed in a much shorter time frame. We asked for an advance on our 

budget, so that we could use the time we had in the spring and summer. If we had started 

our purchases and planning in the Fall semester, it would have been impossible to finish 

the necessary builds in time. 

The last resource to consider was labor. Temple is lucky to have a great costume 

shop staff, with Jennielynn Streed, our supervisor, Kevin Ross, master cutter/draper, and 

Regan Mulrooney, costume technician. We also have graduate students and work study 

students that fill out our work force. They are incredibly talented and hardworking, and 

essential to our department’s success. While I wasn’t assigned an assistant until the 

beginning of the school year, I was incredibly grateful to have Ziggy Sarah McKenzie’s 

help toward the finish line. She helped keep me organized and provided a fresh 
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perspective on my work. The team in the costume shop is incredibly supportive. More 

than labor, they provide an integral part of our education with thoughtful suggestions and 

supportive attitudes. 

Another important part of our ability to bring historically correct and diverse 

shows to our academic stages is our costume stock.  This is our storage of costumes from 

previous plays that we can pull and adapt for reuse in upcoming productions, before 

making purchases and planning builds.   

 I knew when choosing 1890 as a period that we had a good bit of costumes from 

that era in stock. We had just finished a production of Sunday in the Park with George, 

which is set in the 1880s, so I knew we had pulled and purchased period menswear that 

was now in stock which would work for the townspeople. Our womenswear was slightly 

less full, though. With a need for specific sizes in a limited color palette, we would have 

to look at building, buying and renting for the women. Luckily there were less women in 

the show, and we had shirts and even some skirts appropriate for our townswomen in 

stock.  

After searching through our stock, I began looking for costume sources to 

purchase. With a period, show, in-person shopping is very difficult, so I turned to on-line 

resources. One wonderful source I found was River Junction Trade Co, which carries 

Victorian recreation clothing with a focus on the ‘wild west.’ An important part of my 

design was the sack suit from the period, and they were the only supplier I could find that 

carried that cut. They were able to customize their suit length, which was important, as 

two of our actors needing suits were over six feet tall. Historical Emporium is another 
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great resource for relatively inexpensive clothing from the Victorian era. They focused on 

cuts that were a little earlier than 1890, so I sourced the costumes of the old-fashioned 

Peter and the old-aged Kiil from their shop.  

Even with amazing on-line sources for purchasing, rentals were essential to this 

production. In this wintery Norwegian setting, with characters constantly entering from 

outside, coats were integral to telling the story. We have very few period overcoats in 

stock, and almost every actor needed one. Only one character, Captain Horster, did not 

wear one, as the script dictated, he doesn’t wear an overcoat. The long wool overcoats we 

needed can be incredibly expensive to purchase, especially because there are so few 

sources that sell the particular styles that were needed. I began a handful from rental 

companies we have used in the past. Oregon Shakespeare Festival has an amazing digital 

collection, and after selecting from their stock, we still did not have enough, so I sent 

requests to Goodspeed Costume Rentals and The Guthrie Theatre. In these overcoat 

searches, I also sent requests for Mrs. Stockmann and Aslaksen’s walking suit, as well as 

skirts for Petra and a townsperson. 

After receiving images of options for the ladies, I felt comfortable renting for 

Aslaksen, but felt nothing matched my desires for Mrs. Stockmann and Petra, so I spoke 

with the shop supervisor, Jennielynn Streed, and we added them to a growing build list. 

We had previously decided that we would be making a fur collar to top the leather coat I 

was renting for Morten Kiil, as there were no fur collared leather coats available. We 

would also build a dressing gown for Dr. Stockman, because of our actor’s tall and slim 

frame. At this point I needed to generate flats, or line drawings that would communicate 
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my designs to the shop with clear style lines. These were based on my rough line 

drawings and the research I had done. I also had to begin finding fabrics to make the 

garments with, a process known as swatching. 

While Philadelphia has a fabric row, many of their shops have been going out of 

business, and their selection of wools and suiting was not enough for my needs. I knew I 

would need to journey to New York City’s garment district for the majority of my 

swatching. Before leaving, I made a list of what I was looking for with approximate 

yardages. I also made myself a swatching kit, with oak tag cards, a stapler, pencils and a 

small pair of scissors.  

I have visited New York City for swatches on previous occasions and have a few 

favorite fabric stores already. Sadly, I found out one of my favorite stores moved 

locations and lost a lot of their variety. Despite this, I was able to find several options at 

both Mood and B&J Fabrics, which have large and diverse selections. I cut a swatch from 

each, stapling them to a card and writing down their location, price and any information 

on their tags that might help. 

I brought the swatches back to show the costume shop and get their input on what 

would work well. One of the major challenges was the fabric for Dr. Stockmann’s robe. 

He was wearing this for warmth, and almost as protection, so I was craving a heftier 

textured fabric. I also really wanted a quilted collar like I had seen in research to add 

visual interest. We had determined that quilting fabric in-house would be time 

consuming, so I took another trip, picking up the women’s fabric but still searching for 

his robe. Eventually I found fabric that felt right, both the body fabric and accent fabric 
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were textured. The body was a black on navy stripe and the accent had a raised pattern 

that satisfied my desire for a quilted look.  

The last fabric I was searching for was fur for Morten Kiil’s collar and hat. Once 

we realized we would need to build the collar to top a rental, we decided to add the hat 

on. We didn’t have many outdoorsman fur hats in stock, most of our stock was military 

and women’s fur hats. I wanted a brown wolf fur, something with longer hair that could 

be matted and show its age and that Kiil didn’t care for his clothing while still showing 

his aggressive nature. The stores in New York didn’t have anything right, either far too 

expensive real furs or rather fake looking, as spring was in season and fur isn’t very 

popular. I went to Philadelphia’s fabric row. There wasn’t anything perfect their either. I 

found one that was exactly what I wanted, but it was grey and wouldn’t fit with the honey 

colored leather coat. I talked with the shop workers to see if they had any ideas and I was 

in luck, they were getting in a fabric shipment that day with some new furs. They said 

they thought they had the perfect fur for me, I just needed to wait an hour for the delivery 

truck. I went and grabbed a coffee and lunch across the street. When the UPS truck 

arrived, I paid my bill and raced across the street. The fabric was all I had dreamed of. It 

felt so silly, but I was so happy to find the final piece of my fabric puzzle. 

One of the initial projects was corseting all the actresses. We had quite a few in 

stock and were able to buy a few others. Our corset seller of choice is Period Corsets, 

which has a variety of styles in a basic coutil fabric. These are relatively easy to alter. 

Most of our late 1800 styles did not have a front opening busk, which is a helpful element 

in theatre, allowing for a quicker dressing process instead of having to fully lace and 
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unlace the corset. To expand our stock, we chose to purchase a style with a front opening 

busk. Despite this source, Ms. Streed determined two of our actresses would do better in 

corsets built for them. Their chest to waist ratio was greater than bought corsets would 

accommodate. Regan Mulroony, costume technician, and Melanie Green, third year 

graduate student, were assigned to create two corsets with bust gussets that would fit our 

actresses. As this underwear was not going to be seen, I let them choose their own styles, 

so long as they had the right period shape. The end products were beautiful, with added 

details of cording to add flexible structure with out as much boning, and flossing 

decorating the ends of the boning cases where boning was necessary.  

Kathleen Embrey, my fellow graduate student, was assigned to drape and stitch 

Dr. Stockmann’s robe. Ms. Embrey and I discussed the construction of the robe in terms 

of period garments. Though the script called it a robe, men in this period would have 

called it a dressing gown. Typical dressing gowns of this period were quite boxy, which 

wouldn’t suit our slim actor. We didn’t want him be ‘swimming’ in it. In fact, with the 

physicality in the scene in which he wore it, we wanted to be sure he would have the 

mobility that might be hindered by a bulky garment. We drew on and altered my flats as 

we discussed. We discussed the difficulty of working with the thick, almost spongey 

fabric I had chosen. I loved it for its texture, but that was also what made it difficult. Ms. 

Embrey suggested adding piping to help define the edges, which I wholeheartedly agreed 

on. In the end, Ms. Embrey adapted a pattern for a suit, adding length while keeping a 

slightly narrower shoulder and body. I had initially intended it to be calf length, like some 

of my research. This isn’t the most flattering proportion, so I was convinced by Ms. 
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Streed to leave the fabric floor length and determine the hem last. In the end, we left it 

quite long, which added a wonderfully strong pillar- like look. 

The process of designing Mrs. Stockmann’s ensemble was a very collaborative 

process. Flats were essential to communicate my design in this case, because I had 

rendered Mrs. Stockmann with her apron on, and much of her outfit was obscured. I had 

a specific historical dress that I had drawn inspiration from, so I drew flats based on that. 

I had drawn ribbon details on the flats, but as simplicity was the name of the game, 

abandoned them in the end. Mr. Ross brought in patterning books that we used to 

determine the specifics of the garment. We discussed the sleeves in particular, because of 

my desire to get away from large leg-of-mutton style that was typical of the decade. Mr. 

Ross was a great collaborator, pushing me to consider my choices. He made a larger 

sleeve to challenge my decision but was gracious when I stuck to my guns and asked for 

it to be made smaller. He helped me grow with his suggestions on how to retain period 

details but always respected my design concept.  

Over the summer, I snuck in a build of my own. After searching for sources for 

Mrs. Stockmann’s scarf and coming up with nothing, I decided to knit from my own 

supplies and ‘rent’ it to the production. It was a very relaxing after work activity and I 

was able to get the homemade rustic look I so wanted for Mrs. Stockmann’s scarf. 

Though her moment of knitting in the show was cut out of our production, her soft, 

family-oriented purpose was still in her clothing when she was outside and not wearing 

her apron. 
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Petra’s skirt was a simple pattern, with a flat front and pleated back at the waist.  

After fitting a her with blouse from stock that would need too many alterations to fit our 

actress playing Petra, I had to look for options to purchase. Most of the options available 

would also need alterations to work well, so we added her shirt as a build. I found a 

pattern we had in stock that only needed minor changes, and Kevin quickly had it ready 

to go. We had plenty of white cotton in stock to use for the build, but somehow in the 

shuffle of work over the summer, it got forgotten. In the fall when I was viewing all the 

fabulous work done over the summer, I realized it was missing. Luckily the pattern was 

still pinned to the production work corkboard and it was quickly cut and assembled. 

Fortunately, this seemed to be the biggest oversight of the builds for this project, and it 

was easily mended.  

 Once Fall semester began and the rentals arrived, we were able to start on the fur 

collar for Kiil’s coat. Mr. Ross draped a new collar out of muslin on the coat to make sure 

our collar fit over the old one perfectly. He then made a piece for the undercollar, so the 

final piece was a pocket that enclosed the original coat collar. This was a rather delicate 

operation, as the rental needed to be returned to its original state before sending back to 

the Oregon Shakespeare Festival rental department. The coat was leather, which scars 

easily, so we had to be very careful to stitch it in place without damaging the coat. The 

coat was a huge success and such a joy to see my vision come to life.  

The rest of the fur went to his hat, which took a bit of problem solving to 

complete. I styled his hat after a hunting hat with earflaps. I found a pattern in a millinery 

book, and shared the design with my assistant, Ms. McKenzie to complete. I had initially 
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seen it made completely of fur, but quickly we realized it was too bulky. As I never 

intended the ear flaps to be pulled down, we realized the backs of the flaps and sideband 

could be made with a faux leather instead of fur to reduce the bulk. This ended up making 

a much better look without all the extra fur, and it was easier to see that he flaps were 

pulled up which defined those hunting hat features. 

We had initial fittings for the builds in the spring, but in the fall, the fitting 

process sped up. I came back to the shop a week before school began, when the cast was 

beginning rehearsals. The show was the first of the semester, and dress parade was fast 

approaching. As our rentals arrived, I began to unpack them an assign them to the actors 

they had been rented for. Because we rented from three companies, I safety pinned small 

ribbons in each to correspond to their rental company. Some were immediately 

eliminated due to discrepancies between rental photos and the reality of the garment. 

Some coats seemed much too detailed and wealthy in person, so they went on the return 

rack, to be used in case nothing else worked. 

Each actor had about a 45-minute fitting where we tried on my first-choice 

options and then problem solved with back up options if necessary. Many of the women 

had corset and petticoat fittings in the spring, and now came in to try on rental options 

and finalize choices. Most of these choices were simple. Many of my changes were to 

buttons that were inappropriate. For example, the short coats I used for the boys had 

United States Navy buttons that were switched out for leather and toggle buttons to make 

them more common. Because of the proximity to the audience, any shiny or plastic 

buttons that might draw focus were switched to matte and natural materials.  
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The towns people had very involved fittings. I had rendered them into two groups, 

one of dockworkers and the other business owners. I tried to keep each actor in that 

grouping but made changes so that we were able to use pieces from stock as much as 

possible. I pulled multiple pieces that would fit each actor and picked out my first choice, 

with back-ups to supplement any issues that might arise. Some issues were solved by 

adding a tie or scarf, others required experimenting with different combinations to find 

the most cohesive ensemble. I was grateful to have the consistent input of our Mr. Ross, 

as well as the fresh eyes of whoever was recording notes for the fitting. 

One of the final touches to my design was choosing hair styles. Again, simplicity 

was key. A period play lends itself to wigs, so that period hairstyles can be achieved 

without much time in the styling chairs for the actors, but our stage made wigs a 

challenge. The audience is very close to actors in the round, sometimes only a few feet 

away. The wigs would have been very noticeable. With hats coming on and off Petra so 

often, I was also concerned about damage to her wig. Finally, like many of my choices, I 

didn’t want exaggerated period hair to overshadow the people we wanted to make 

connections with.  

Over the summer I made a document with guidelines for every actor’s look. This 

was to hopefully ensure that men had enough time to grow beards, as that would help our 

cold rugged Norwegian look. Unfortunately, I came to learn many of our men didn’t have 

the ability to grow consistent facial hair, and some couldn’t grow any at all. The men that 

could were instructed to grow so we could get a bit of diversity. The women too, were 

asked to not cut hair, in order to get all the length possible to create their hairstyles, 
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which I gave them in hopes they would practice over the Summer break. Still, when we 

scheduled our teaching sessions, we had some surprises. The townswomen were 

relatively easy to style, as they simply had to hide their hair under their hats. Ms. Garcia, 

who played Mrs. Stockmann, easily put her curly hair up into the roll I wanted. Ms. 

Ward, who played Petra, had silky hair that was also just a bit short to easily put up. We 

experimented a bit and ended up with an acceptable style that would stay in her hair. It 

was tricky, for if it was done too high, we wouldn’t be able to pin her hat into it. Luckily, 

my hair and makeup crew member, Paxton Zeis, was able to style her hair and pin in her 

hat successfully. 

The makeup for the show was very basic, for again, the audience was very close. 

Our low lighting meant no one was washed out, so the men didn’t need makeup, and 

women were allowed very neutral makeup if they wanted. We discussed not aging Kiil, 

and instead relying on actor Jonathan Hirsch’s movement and other costume touches to 

portray his age. Eventually, though, we decided to add a bit of discoloration to his under-

eye bags. It was easily achieved with a bruise wheel which heightened his bedraggled 

appearance without an intense age makeup process. 

After so many fittings, it was finally time to see the costumes on stage for the first 

time during dress parade. This is a process that begins technical rehearsals, so the 

costume shop has time to make alterations before we join in for dress rehearsals once the 

technical aspects have been worked out. We brought each actor onstage and were able to 

see all their looks and get approval from the director and costume shop team or adjust 

where necessary. The process went very smoothly, the renderings were brought to 



 

32 

reference and the changes from that original designs were minor. One of the few issues 

was with a cape that the actress felt was too restricting once she was onstage working 

through her movements. Luckily, we don’t send back rentals until after first dress 

rehearsal, so we had options for her to fit and thanks to her realization had time to make 

alterations before dress rehearsals began.  

Finally, we came dress rehearsals. We were very lucky to not have very difficult 

costume changes. I had designed everything to be pieces coming on and off with no full 

changes other than the Stockmann boys’ nightshirts. Our main challenge was tracking the 

items that were being taken off onstage and getting them to the actors when they needed 

them again. I worked with our amazing stage manager, Laurence Christopher, to manage 

the actors’ and his crew’s hand-offs of pieces to the dressers backstage to ensure items 

ended up where they needed to be.  

Our other large costume moment was Dr. Stockmann’s change into his robe. It 

was an onstage change involving five townspeople who helped the doctor out of his coat 

and shoes and into his robe and slippers. As it was onstage, Mr. Giamatti was in charge of 

choreographing the change, but I was able to advise. The change seemed a bit difficult, 

and I suggested that the townspeople simply take his clothes and leave his robe onstage 

during the scene change for the doctor to put on during the scene. Despite my advice not 

being used, I was happy to be heard and respected. I wish I had been more vocal in my 

reasoning for this suggestion, as I found the implications of the townspeople dressing him 

to be quite caring for such an otherwise violent scene, and the change felt quite slow in 

the final product.  Previous experience has taught me to hesitate challenging the 
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director’s choices when it comes to these decisions, and I was so grateful to have Mr. 

Giamatti as a willing collaborator. I believe he would have listened to my concerns if I 

had brought them to him, but my past experience of being silenced and having to let the 

director to “take the lead” prevented me. This opportunity to reflect has reminded me to 

be stronger in sharing my ideas. Theatre is all about collaboration, and my work at 

Temple has been helpful in extracting my fear and learning how to collaborate 

effectively.  
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CHAPTER  7 

CONCLUDING THOUGHTS 

 

My thought was that Randall Theatre’s small size would allow subtle details to 

shine. Unfortunately, the wonderful moody lighting ended up obscuring more detail than 

I realized. I had asked for a meeting with the lighting designer early on, to look at how 

his planned lighting would affect my choices, but we were never able to find time. 

Despite that, it is difficult to know how, or if, I would have changed my choices had I 

known ahead of time. I had trouble finding fabric hues that I felt matched my design 

concepts in between navy and royal blue. Petra’s walking skirt was the only color that I 

felt was truly my ideal. Anything brighter was much too modern and bright, and there 

wasn’t much else like it in the shops.  

This project challenged me to balance history and practicality. I believe I did so 

successfully, but there is one choice that I have doubts about. While I was happy with my 

choice to corset the lead women who were seen without coats and needed the structure 

that the corsets gave them, I question my decision to extend corsetry to the town's 

women. Mr. Giamatti asked to late in the process if we might go without corsets for ease 

of movement. He was very understanding when I told him that was not possible because 

it would require refitting everyone. My initial inclination was toward corsetry for all the 

women, because it is good in an educational environment to learn historical movement 

and understand how corsets affect you. I now wonder if this was not the place to teach 

these women and instead the practicality of freedom of movement was more important. I 
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especially question this choice because the corsetry did not seem to have a bearing on the 

final look for these women. I don't believe it hurt the final product, but in terms of the 

look of the costumes, the coats hid most of the corset’s effect on the body and I wonder if 

their presence was a burden. 

I feel one of my greatest successes in the process was communication. Both with 

the shop and design team I felt respected and able to ask questions. I felt challenged to 

defend my work in a safe environment. I often feel nervous being criticized, but the 

whole team communicated with the goal of a quality product, so I was able grow in my 

confidence to communicate. This also led to more strength in communicating my designs 

and delegating to my assistant. 

Despite some hurdles, this process really helped me grow. I was reminded to ask 

for help and clarification when necessary. But I was so well supported by my director and 

shop that I gained confidence in my decision making. I have always struggled to be 

confident and make decisions, but this process reminded me that I do know what I’m 

doing, and the choices I make are informed and will turn out well. 

As I finish editing this thesis, we are going through a pandemic. The federal 

government has ignored science and has been allowing a virus to flourish to keep 

corporate profits up. The work of An Enemy of the People is not done. We are lucky to be 

protected by intelligent leaders in our community who take this threat seriously, but 

misinformation and lies perpetuated by those in power still hurt the public. As we cancel 

theatrical events and quarantine to slow the spread of the virus, the final line rings true. 

“The strong must learn to be lonely.” (Miller, 1994, p.98) While I had often disagreed 
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with this proclamation, thinking it as too individualistic. It has become quite poignant for 

me as I hope we all find the bravery to do what is right for the world and distance 

ourselves to stop the spread of this virus. I know my strength will weather this storm, and 

when theatres open again, I will continue to collaborate on important works with 

impactful messages. 

  



 

37 

REFERENCES CITED 

 

Størmer, C. Serie fotografert av professor Carl Størmer (Fredrik Carl Mülertz 

Størmer) (1874-1957). Retrieved April 12, 2019, from 

https://digitaltmuseum.no/011013321284/serie-fotografert-av-professor-carl-stormer-

fredrik-carl-mulertz-stormer# 

 

Miller, A., Ibsen, H., & Barton, G. (1994). An Enemy of the People. Harlow: 

Longman Literature. 

 

Van Laan, T. (1986). Generic Complexity in Ibsen's "An Enemy of the People". 

Comparative Drama, 20(2), 95-114. Retrieved March 7, 2020, from 

www.jstor.org/stable/41153226 

  



 

38 

APPENDIX A 

Act/Scene Breakdown 
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APPENDIX B 

Pieces List 

 

 

Ethan Broitman Michael Karlya Pull Pulled Build

Ejlif son Billing Jr editor PDM Buy Bought

A-Undershirts Undershirt Rent Rented

Dance Brief Glasses

socks socks

shoes shoes

slippers collar-less Dress shirt

Night Shirt pants

Sweater Vest suspenders

suspenders vest

Dress Shirt Grey overcoat

pants flat cap

Peacoat Terrance Livingston

Student cap Hovstad 30, Editor PDM

Gabriel Elmore Undershirt

Dr. Thomas StockmannPrime of life socks

Undershirt shoes

socks Dress shirt

shoes pants

Dress Shirt suspenders

Vest vest

Sack coat sack coat

suspenders overcoat

pants Tie

Overcoat Glasses

Bowler hat flat cap

cravat Garrett McCord

pocket watch Peter StockmannMayor, bachlor, 60

ring Undershirt

robe socks

slippers shoes

Glasses Dress Shirt

Lucy Fletcher Collar

Aslaksen Publisher Cami Vest

Corset Cut-away sack coat

Tights suspenders

Low heel boots pants

Shirt Overcoat

Pince-nez with Pin Top hat

Jacket Gloves

petticoat cravat

Skirt pocket watch

Double-breasted overcoat cuff links

Hat Walking stick

gloves Jackson Purdy

Madeleine Garcia Captain Horster

Mrs. Cathrine Stockmann Cami Undershirt

Corset socks

Tights shoes

Heeled boots Sweater

Shirt suspenders

Jacket pants

pettticoat cap

Skirt Luke Simmons

Cape Morten son

Scarf Undershirt

ring Dance Briefs

Apron socks

Jonathan Hirsch shoes

Morten Kiil Mrs. S's father Undershirt slippers

socks night shirt

shoes Sweater

Collar-less Dress Shirt dress shirt

Suspenders suspenders

Tatty pants pants

double breasted vest Peacoat

leather overcoat Student cap

Fur hat Audrey Ward

ring Petra daughter

Cami

Corset

Corset cover

Tights

Heeled boots

Shirt

Tie

petticoat

Skirt

overcoat

hat

bookbag
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Dylan Burke Townsperson Dana Liu Townsperson Pull Pulled

Undershirt Cami Buy Bought

socks Corset Rent Rented

shoes Tights

collar-less Dress shirt Heeled boots

pants Shirt

suspenders petticoat

overcoat Marie's Skirt

ring Coat

hat Gloves

Jared Camacho Townsperson hat

Undershirt Kaylee McNeil Townsperson

socks Cami

shoes Corset

 Dress shirt Tights

pants Heeled boots

suspenders Shirt

vest petticoat

brown coat Corset Cover

Scarf Coat

Gloves Skirt

hat Gloves

Jordan Chall Townsperson Scarf

Undershirt J Emmet OHare Townsperson

socks Undershirt

shoes socks

 Dress shirt shoes

pants collar-less Dress shirt

suspenders pants

Ring dress shirt

vest suspenders

overcoat sweater

hat peacoat

Ray Hopkins Townsperson student cap

Undershirt Andrew Schmid Townsperson

socks Undershirt

shoes socks

 Dress shirt shoes

pants collar-less Dress shirt

suspenders pants

vest suspenders

 overcoat vest

hat Jacket

Camille James Townsperson hat

Cami Sam Tereshko Townsperson

Corset Cami

Tights Corset

Heeled boots Tights

Shirt Heeled boots

petticoat Shirt

Skirt petticoat

Coat Skirt

Scarf Cape

Gloves Hat

Gloves
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APPENDIX C 

Character Trait List 

Dr. 

Thomas 

Stockmann 

Prime of life, 

eternal amateur, 

lover of things, 

man for whom 

days are too short 

and the future 

fabulous with 

discoverable joys. 

people will not 

like him- he will 

not compromise 

for less than 

God's own share 

of the world while 

they have settled 

for less than mans 

"Live to the hilt, 

that’s my motto" 

"Now let the 

baboons that run 

this town call me 

a lunatic” “The 

solid majority... I 

have never felt so 

at home in this 

town since I was a 

boy" "I don't want 

to ruin anything" 

"My convictions 

come from the 

condition of the 

water” “My 

family concerns 

nobody but 

myself” “I have 

the truth on [my 

side]"" I wanted 

to give my 

education to this 

town. I loved it 

so" "I am not 

averse to cleaning 

up my name, 

although for 

myself it was 

never dirty" "I've 

decided. I am an 

enemy of the 

people" “We are 

all alone. we're 

the strongest 

"Performer" "never at a loss for 

ideas, but when it comes to putting 

them into action you need another 

kind of man" "certain men are never 

satisfied to share " (him or DrS??) 

"you never learn. you may pay 

dearly" "You always use such strong 

expressions" "I had hoped that by 

improving your finances I would be 

able to keep you from going 

completely hog wild” “you’re like a 

man with an automatic brain” 

“Nothing is important enough to 

respect once you decide to revolt 

against your superiors" "nothing but 

a traitor to society" "vindictiveness... 

mad man trying to blow up our way 

of life" "I haven't completely 

forgotten you're my brother.. I didn’t 

want to see you ruined" [there are 

certain men you can't buy] "you 

aren't one of those"-Peter "got too 

much to do" -Petra "He's a great 

man" -Billing "You have the solid 

majority behind you" "An enemy of 

the people and his community"-

Aslaksen "you're dragging us into 

this disaster" -Mrs.S "You mustn't let 

yourself get to bitter"-Horster "Your 

stripping the skin off your family's 

back. Only a madman would do that" 

"There’s hatred in that" "convictions 

are not that strong" Kiil "Insane with 

egotism... man who’ll drag his 

family through a lifetime of disgrace 
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people in the 

world" 

is a demon in his heart." "My father 

is no traitor"-Morten 

Peter 

Stockmann 

Mayor, bachelor, 

nearing 60, one of 

those men who 

makes it their 

life's work to 

stand at the center 

of the ship to 

keep it from 

overturning... 

envies the family 

life and warmth 

of this house... 

often sits with his 

coat on. 

"Can’t take hot 

food in the 

evening. with my 

stomach” “I stick 

to tea and toast. 

Much healthier 

and more 

economical” “I 

am chairman of 

the board of the 

springs...I can't 

allow anything 

done behind my 

back" "I do care a 

little bit about my 

reputation... I still 

say I do it for the 

good of the town” 

“I’m here to save 

the life of this 

town" 

"Youve always gotten along 

beautifully with Tom" "he's got the 

power"- Mrs.S "Old idiots like you 

and me"" Your impressions are 

blunted" "he has lousy digestion” 

“Now let the baboons that run this 

town call me a lunatic” “Peter is so 

afraid that somebody else is going to 

do something good for this town” 

“He’s declared war” “You’re a low 

creature"-Dr.S "wasn’t in a glowing 

mood" Hovstad 



 

43 

Morten 

Kiil 

Slovenly old man. 

The archetype of 

the little twinkle-

eyed man who 

sneaks into so 

much of Ibsen's 

work. He will 

chuckle you right 

over the 

precipice. He is 

the dealer, the 

man with a rat's 

finely tuned brain. 

He is sometimes 

likable because he 

is without morals 

[Thinks that Dr. S 

is pulling a prank 

on Peter] " I do 

not intend to 

allow my family's 

name to stand for 

three generations 

of murdering 

angels who've 

poisoned this 

town" "people call 

me badger.... that 

roots things out... 

I’ve lived a clean 

man and I’m 

going to die clean 

"father" "He's getting terribly old"- 

Mrs.S "He's loaded ... he wears a 

[diamond] ring" -Billing "He wears 

the same overcoat and suit" Hovstad 

"I see the devil" DrS 

Captain 

Horster 

He does [care 

about public 

affairs], really, 

but not very 

much... 

courageous and 

quiet friend 

"I don't get mixed 

up in [elections]... 

I don't understand 

a thing about 

[public affairs]" "I 

travel most of the 

year... I’ve been 

to place where 

people aren’t 

allowed to say 

unpopular 

things... I don't 

like it" 

"you don't wear overcoats" 

Hovstad early 30, a 

graduate of the 

peasantry... he 

hates authority 

and wealth, he 

cannot bring 

himself to cast off 

"I come from a 

simple family. I 

know in my bones 

what the underdog 

needs- he's got to 

have a say in the 

government of 

" You have no principles" Petra 
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a certain desire to 

partake of them. 

he is dangerous 

because he wants 

more than 

anything to 

belong, and in a 

radical that is a 

withering wish. 

Editor People’s 

Daily Messenger 

society" "Where's 

your evidence to 

call me a radical! 

“I believe in 

democracy... I’m 

not going to 

impose my will on 

the majority" 

Billing Jr editor of 

Peoples Daily 

Messenger 

"I’m a real 

heathen and 

proud" 

"You're a politician... you applied for 

a job as secretary of the magistrate"- 

Aslaksen "You’re a liar" _Mrs. S 

Morten son (Older) "I'm going to be a 

Viking... so I’ll be 

a heathen" 

" You didn't have to answer" -Ejlif 

Ejlif son  
  

Mrs. 

Stockmann 

 
"There's so much 

injustice in the 

world, you've 

simply got to live 

with it" 

"You’re the only sane person in the 

house"" You have no sense of 

humor"-Peter “Don’t always think of 

us first, mother" -Petra 

Petra Stockmann 

daughter, Ibsen's 

clear-eyed hope 

for the future- and 

probably ours. 

Forthright, 

determined and 

knows the 

meaning of work, 

which to her is 

the creation of 

good on the earth 

"you are lying 

around like lizards 

while I’m out 

slaving" "I’m 

wonderfully tired" 

"{someone said I 

had] radical 

opinions about 

certain things" 

" Great young woman"- Billing "I 

look at her and say... how did I do 

it?"-Dr.S "I always think of you as 

breathless"-Hovstad "You must be a 

wicked woman... work is 

punishment for our sins " -Morten 

"so young and you've got opinions 

already- but that’s natural"-Peter 
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Aslaksen The publisher… 

simply but neatly 

dressed. he wears 

gloves and carries 

a hat and 

umbrella... He is 

so utterly drawn it 

is unnecessary to 

say anything at all 

about him 

"I always try to be 

a moderate and 

careful [wo]man... 

chairman of 

property owner 

assoc.... 

representative of 

the temperance 

society”, [why are 

you scared all the 

time?} I have to 

live here... I 

represent the 

small property 

owners of this 

town" older than 

[Billing] "I never 

went back on my 

beliefs” “My 

policy is freedom 

to the editor" 

"very sincere" -Dr. S "He's yellow"-

Billing "I think you people are 

horrible"- Mrs. S 
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APPENDIX D 

Roughs 

Dr. Stockman    Peter Stockmann  Morten Kill 

                

Mre. Stockmann Petra   Ejlif   Morten 

    
 

Hovstrad   Billing  Aslaksen  Captain Horster 
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Townspeople 
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APPENDIX E 

Final Renderings 
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APPENDIX F 

Research and Flats for Builds 

Mrs. Stockmann’s Ensemble 
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Dr. Stockmann’s Robe 
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APPENDIX G 

Swatches 

 

Mrs. Stockmann’s Ensemble    Petra’s Ensemble   
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Dr. Stockmann’s Robe 
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APPENDIX H 

Dressing Sheets 

Ethan Broitman 

Ejlif 

1.1 Unders, Shoes, Dress 

Shirt, Sweater, Pants w/ Susp, 

Coat, Student cap 

 

1.1a Unders, Night Shirt, 

Slippers 

 

1.2 Same as 1.1  

2.2 Same as 1.1  

3.1 Same as 1.1  
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Gabriel Elmore 

Dr Thomas Stockmann 

 

1.1 Unders, Shoes, 

Dress Shirt, Vest with 

Pocket Watch, Sack coat, 

Pants with Susp, Cravat, 

Overcoat (TO), Bowler hat 

(TO), Ring, Glasses (@ 

Reentrance) 

 

1.2 Unders, Shoes, 

Dress Shirt, Vest with 

Pocket Watch, Pants with 

Susp, Cravat, Ring, Glasses 

 

2.1 Same as 1.1  

2.2 Unders, Shoes, 

Dress Shirt, V Pants with 

Susp, Cravat, Overcoat, 

Bowler hat, Ring 

 

3.1 Unders, Shoes, 

Dress Shirt, Robe, Pants 

with Susp, Ring  
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Lucy Fletcher 

Miss Aslaksen 

1.2 Unders,  

Corset,  

Petticoat,  

Heeled Boots,  

Bodice w/Pin,  

Skirt,  

Glasses, 

 Double-breasted 

 overcoat (TO), 

 Hat,  

Gloves 

 

2.1 Unders, 

 Corset, 

 Petticoat,  

Heeled Boots,  

Bodice w/Pin,  

Skirt, 

 Glasses 

 

2.2 Same as 1.2  

3.1 Same   
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Madeline Garcia 

Mrs. Stockmann 

1.1 Unders, Corset, 

Petticoat, Heeled Boots, Ring, 

Shirt, Skirt, Apron 

 

1.2 Unders, Corset, 

Petticoat, Heeled Boots, Ring, 

Shirt, Jacket, Skirt, 

 

2.1 Unders, Corset, 

Petticoat, Heeled Boots, Ring, 

Shirt, Jacket, Skirt, Cape, 

Scar 

 

2.2 Same as 2.1  

3.1 Same as 1.2  
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Jonathan Hirsch 

Morten Kiil 

 

1.1 Unders, Shoes, Collar-

less Dress Shirt, Pants w/ Susp, 

D-B Vest, Leather Overcoat 

(SO?), Fur hat (Preset On Stage), 

Ring 

 

1.2 Unders, Shoes, Collar-

less Dress Shirt, Pants w/ Susp, 

D-B Vest, Leather Overcoat, Fur 

hat, Ring 

 

2.1   

2.2 Same  

3.1 Same  
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Micheal Karlya 

Billing 

 

1.1 Unders, Shoes, 

Collar-less Dress Shirt, 

Pants w/ Susp, Vest, 

Overcoat (Preset On Hook), 

Glasses 

 

1.2   

2.1 Unders, Shoes, 

Collar-less Dress Shirt, 

Pants w/ Susp, Vest, Glasses 

 

2.2 Unders, Shoes, 

Collar-less Dress Shirt, 

Pants w/ Susp, Vest, 

Overcoat, Flat cap, Glasses 

 

3.1   
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Terrance Livingston 

Hovstad 

 

1.1 Unders, Shoes, 

Dress Shirt, Vest, Sack 

coat, Pants with Susp, Tie, 

Overcoat, Flat Cap, Glasses 

 

1.2 Same  

2.1 Unders, Shoes, 

Dress Shirt, Vest, Sack 

coat, Pants with Susp, Tie, 

Gla 

 

2.2 Same as 1.1  

3.1 Same as 1.1  
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Garrett McCord 

Peter Stockmann 

 

1.1 Unders, Shoes, Dress 

Shirt, Vest with Pocket 

Watch, Cut-away Sack coat, 

Pants with Susp, Cravat, 

Overcoat (SO),Top Hat (SO), 

Gloves, Walking Stick 

 

1.2 Same, (Coat and Hat 

may Take Off) 

 

2.1 Same ( Hat off Mid Scene)  

2.1 Same  

3.1 Same  
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Jackson Purdy 

Captain Horster 

1.1 Unders, Shoes, 

Sweater, Pants w/ Susp, 

Knit cap (SO) 

 

1.2   

2.1   

2.2 Same  

3.1 Same  
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Luke Simons 

Morten 

1.1 Unders, Shoes, Dress 

Shirt, Sweater, Pants w/ Susp, 

Coat, Student cap 

 

1.1a Unders,  Night Shirt, 

slippers 

 

1.2 Same as 1.1  

2.2 Same as 1.1  

3.1 Same as 1.1  
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Audry Ward 

Petra 

1.1 Unders, 

 Corset, 

 Petticoat, 

 Heeled Boots, 

 Shirt, w/Tie, 

 Skirt,  

Overcoat, 

 Hat,  

Book bag (TO) 

 

1.2 Same as 1.1  

2.1 Same as 1.1  

2.2 Same as 1.1  

3.1 Same as 1.1  
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Dylan Burke 

Townsperson 

 

2.2 Undershirt 

socks 

shoes 

collar-less Dress shirt 

pants 

suspenders 

overcoat 

ring 

hat 

 

3.1 
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Jared Camacho 

Townsperson 

 

2.2 Undershirt 

socks 

shoes 

 Dress shirt 

pants 

suspenders 

vest 

brown coat 

Scarf 

Gloves 

Hat 

 

3.1 
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Jordan Chall 

Townsperson 

 

2.2 Undershirt 

socks 

shoes 

 Dress shirt 

pants 

suspenders 

Ring 

vest 

overcoat 

hat 

 

3.1 
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Ray Hopkins 

Townsperson 

 

2.2 Undershirt 

socks 

shoes 

 Dress shirt 

pants 

suspenders 

vest 

 overcoat 

hat 

 

3.1 
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Camille James 

Townsperson 

 

2.2 Cami 

Corset 

Tights 

Heeled boots 

Shirt 

petticoat 

Skirt 

Coat 

Scarf 

Gloves 

 

3.1 
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Dana Liu 

Townsperson 

 

2.2 Cami 

Corset 

Tights 

Heeled boots 

Shirt 

petticoat 

Skirt 

Coat 

Gloves 

hat 

 

3.1 
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Kaylee McNeil 

Townsperson 

 

2.2 Cami 

Corset 

Tights 

Heeled boots 

Shirt 

petticoat 

Corset Cover 

Coat 

Skirt 

Gloves 

Scarf 

 

3.1 

 

  



 

85 

 

J Emmett OHare 

Townsperson 

 

2.2 Undershirt 

socks 

shoes 

collar-less Dress 

shirt 

pants 

dress shirt 

suspenders 

sweater 

peacoat 

student cap 

 

3.1 

 

  



 

86 

 

Andrew Schmid 

Townsperson 

 

2.2 Undershirt 

socks 

shoes 

collar-less Dress 

shirt 

pants 

suspenders 

vest 

Jacket 

hat 

 

3.1 
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Sam Tereshko 

Townsperson 

 

2.2 Cami 

Corset 

Tights 

Heeled boots 

Shirt 

petticoat 

Skirt 

Cape COAT 

Hat 

Gloves 

 

3.1 
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APPENDIX I 

 Makeup Chart 

 

Mr. Hirsch (Morten Kill) 
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APPENDIX J 

Production Photos  

Photos by Paola Noguera. 
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