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ABSTRACT 

 

 The purpose of this thesis is to recount the creative process used when designing 

the costumes for Temple University’s Spring 2018 production of Romeo and Juliet. This 

process begins with a thorough reading of the play and moves through the phases of 

research, planning, and implementation of the author’s designs. Subjects discussed 

include historical fashion of the early Italian Renaissance, the challenges of working with 

costume rental companies, and the collaborative nature of costume construction. The 

author will reflect on the struggles and successes of her contribution to the production. 
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CHAPTER 1 

INTRODUCTION 

 

 When I graduated from American University in May 2010, I was at a loss for 

what to do with myself. I had recently abandoned a ten-year-old dream of becoming an 

actor, and I had only just taken my first tentative steps toward a career in costume design. 

I was, therefore, greatly relieved when I received a call from Robert Young at the Folger 

Shakespeare Library in Washington, DC, offering me a summer internship in their 

Education Department. The Folger Library is home to the world’s largest collection of 

scholarly material related to Shakespeare, as well as resources pertaining to the history of 

theater. That summer, they would be hosting their biennial Teaching Shakespeare 

Institute, inviting teachers from across the country to come and study the Bard and learn 

how to present him in their classrooms. My job was to be their RA, making sure that their 

six-week stay in the University dorms was comfortable, and accompanying them on their 

school bus rides to and from the library. I made photo copies and picked up lunch orders 

as needed, but the rest of my time, I was free to do as I pleased. 

 Each day on the ride home, I listened and turned green with envy as the teachers 

described their experiences in the library: the 400-year-old manuscript they had touched 

with their bare hands, the discovery they had made about an obscure line of text, the 

international scholar with whom they had chatted during tea time. When I expressed my 

jealousy to one of the Fellows, they suggested that I apply for a temporary reader’s card. 

A few letters of recommendation from my supervisors and a vague proposal to study the 

history of costume design, and I was in. 
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 My first time walking into the Folger Reading Room was an overwhelming 

experience. I took in the rich green carpet, the dark wood furnishings, the looming 

chandeliers, and the hush, occasionally interrupted by the rustle of old paper. I felt like a 

child trying on my mother’s high heels for the first time, as if through precociousness and 

naivete I had stumbled my way into an experience for which I was not yet ready. I 

walked over to the computer, opened the digital catalogue, and simply entered the words 

“costume design.” As I scrolled through the list of questionably relevant search results, 

one line caught my eye: “Thirty-six costume designs, Romeo and Juliet [graphic] / [Percy 

Anderson].” I filled out a request card, handed it to a librarian at the front desk, and sat at 

a table to wait. 

 Several minutes later, the librarian came and placed in front of me a small brown 

paper folder. A gentle reminder not to take any of the items out of their protective plastic 

sheets, and I was alone with my discovery. I picked up my pencil and opened my new 

notebook, ready to document my findings like a proper scholar. All academic objectivity 

melted away as I opened the folder. In front of me were the most beautiful costume 

renderings I had ever seen. One hundred and twelve years had done nothing to fade their 

allure. Not only was the watercolor applied with such an expert hand, the Renaissance 

detail rendered with such painstaking precision, but also the characters themselves felt so 

alive. My favorite was a rendering of Romeo, rapier in hand, a look of bewilderment and 

horror on his face, the paper covered in an inky black wash behind him; I could almost 

see Tybalt lying dead in front of him. I was galvanized; at last I felt some direction in my 

new career. In the following weeks that I spent at the Folger Library, I viewed many 

artifacts and read many books that were invaluable in forming who I was to become as a 
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costume designer, but none do I remember quite so viscerally as Percy Anderson’s 

Romeo and Juliet. 

 When my mentor, Professor Marie Anne Chiment, informed me that my thesis 

assignment was Romeo and Juliet, I was incredibly grateful. All of Shakespeare’s works 

hold a special place in my heart, and I especially have a sentimental attachment to this 

tragic story of love and fate. I immediately recalled the excitement of seeing Percy 

Anderson’s renderings for the first time, and I aspired to create something as beautiful. 

For the duration of the design process, I refused to look back at his designs for fear that I 

would be tempted to copy his ideas, yet the memory of his work inevitably influenced my 

own, such as in my decision to dress Juliet in bright blue. I do not know if I have yet 

achieved the same level of mastery as my Victorian age idol, but I am incredibly proud of 

the work that I and others accomplished in Temple University’s Romeo and Juliet.  

Figure 1. Costume Designs by Percy Anderson for Romeo and Juliet. Folger Shakespeare 
Library, Washington, DC. 
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CHAPTER 2 

READING THE PLAY 

 

 The first step of a designer’s process is to read the play, not only once, but many 

times over. While I was already very familiar with the story of Romeo and Juliet, I had 

never before read it with the intense attention to detail necessary when working on a 

production. I decided to purchase a fresh paperback copy of the play in which I could 

highlight and write my thoughts freely. While reading, I also kept a Word document open 

in which I recorded notes and questions to bring to my first meetings with the director, 

Professor Doug Wager.  

 As often happens when reading Shakespeare, I was struck by the beauty of the 

language. I looked for recurring imagery that I could use in my costume designs. For 

example, Juliet is frequently compared to a celestial body and a source of light. Upon 

first seeing her, Romeo declares “O, she doth teach the torches to burn bright!” Even in 

her supposed death, Romeo continues to use this kind of imagery, saying “A grave! O, 

no, a lantern… for here lies Juliet, and her beauty makes this vault a feasting presence 

full of light.” The most famous of these passages, however, comes in Act II Scene ii, 

known as “the balcony scene”: 

 But soft! What light through yonder window breaks? 
 It is the east, and Juliet is the sun! 
 Arise fair sun, and kill the envious moon, 
 Who is already sick and pale with grief 
 That thou her maid art far more fair than she. 
 . . . . . . . . . . . . . . . . . . . . . . . . . . . .  

Two of the fairest stars in all heaven, 
 Having some business, do entreat her eyes 
 To twinkle in their spheres till they return. 
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 What if her eyes were there, they in her head? 
 The brightness of her cheek would shame those stars 
 As daylight doth a lamp; her eyes in heaven  
 Would through the airy region stream so bright 
 That birds would sing and think it were not night. 

I interpreted the line, “Juliet is the sun!” literally, dressing her in a glittering gold gown 

and giving her a mask in the shape of a sun for the ball in Act I Scene v.  

 In addition to inspirational symbolism and imagery, a costumer also combs the 

script for more pragmatic information. I carefully tracked the passage of time over the 

course of the play. By following the clues in the text, I determined that Act I Scene i 

opens on a Sunday morning, and that the Capulet’s ball takes place on the very same 

night. Romeo and Juliet are married the next day, and Mercutio and Tybalt are slain only 

a few hours later. We know that this action takes place on a Monday, as in Act III Scene 

iv, Lord Capulet asks what day it is, to which Paris replies “Monday, my lord.” The next 

morning, Tuesday, Romeo leaves for his exile in Mantua, and Juliet and Friar Lawrence 

hatch their plan to reunite husband and wife. Juliet is found, seemingly dead, Wednesday 

morning. From here, the passage of time becomes less exact, but I made the assumption 

that it takes a full day for news of her “death” to reach Romeo in Mantua, and that he 

arrives at her tomb late Thursday night. Act V Scene iii does not pass in real time; 

Balthasar states that Romeo has been in Juliet’s tomb “full half an hour,” when the 

audience has only witnessed a few minutes of action onstage. The final moments of the 

play take place at dawn, Friday, as the Prince says, “A glooming peace this morning with 

it brings.” The entire action of Romeo and Juliet happens over the course of less than a 

week. This kind of timeline is important to know as a costumer, as it lends believability 

to the characters having fewer costumes. Indeed, in Costumes and Scripts in Elizabethan 
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Theatres, author Jean MacIntyre notes that Shakespeare specifies that from the first 

moment we see him to the last, Romeo never returns to his home, therefore he never has 

a chance to change his clothes.  

 A costume designer also follows the script looking for where quick-changes may 

need to happen. There is a growing trend among modern playwrights to write 

“cinematically,” calling for sudden transitions of time and place, despite the fact that in 

live theater, we cannot simply cut the camera and give the actors fifteen minutes to 

change their costumes. Thankfully, in Shakespeare’s time, plays were more pragmatically 

written with production in mind. In her book, MacIntyre poses the theory that certain 

scenes in Shakespeare exist only to facilitate the actors’ change of costume. The example 

that she uses is from Macbeth, when Lady Macbeth and Banquo meet King Duncan 

outside the castle and talk for an inordinate amount of time, giving Macbeth the chance to 

change out of his battle gear and into the robes of a Lord. I believe there is also a perfect 

example of this in Romeo and Juliet. In Act III Scene v, Juliet must be wearing her 

chemise to show that she and Romeo have just awoken after spending their first and only 

night together. Yet in Act IV Scene i, she must be fully dressed again when she arrives at 

Friar Lawrence’s cell. In between there is one page of dialogue between Friar Lawrence 

and Paris. This scene is neither particularly interesting, nor does it convey any new 

information, but it gives Juliet just enough time to make her costume change. Later, when 

the director began to make his cuts from the text, I informed him of the importance of 

keeping this particular scene. 

 Having refamiliarized myself with the text, I created a breakdown of the 

characters that appear in each act and scene of the play (Appendix A). This document 
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would continue to be extremely helpful as I moved forward into my meetings with 

Professor Wager, especially when discussing how many actors he would cast, and who 

might be available to play more than one role. I also created a series of “character 

breakdowns,” a habit I first learned when studying acting as an undergraduate student. 

For each character I made a list of every quote wherein they described themselves and 

every quote from other characters describing them (Appendix B). These quotes included 

practical information, such as when Lord Capulet states Juliet’s age, saying she “hath not 

seen the change of fourteen years,” and more descriptive passages, such as when 

Mercutio taunts Tybalt, calling him a “rat-catcher” and “Good King of Cats.”  This 

paperwork gave me an excellent foundation as I began to develop my own interpretation 

of the characters through costume. 
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CHAPTER 3 

DIVING INTO HISTORY 

 

Choosing a Time Period 

A play such as Romeo and Juliet, beloved and performed for over four hundred 

years, has likely been subjected to every time period, setting, or “concept” that the 

imagination can stretch to comprehend. Objectively, I have no qualms with 

Shakespeare’s plays being produced in modern dress. It is often a pragmatic choice for 

smaller theater companies that cannot afford more elaborate costumes. Additionally, the 

notion that Shakespeare’s plays and characters are timelessly relevant is one with which I 

agree. However, as a costume designer, it is far more exciting to clothe actors in 

something that they do not get to wear every day. As such, I was greatly relieved when 

our director, Professor Wager, reassured me that this would be a very traditional 

production in period costume. I was also very appreciative of his openness in listening to 

my suggestions as to which period would best serve the play.  

 The exact date of Shakespeare’s Romeo and Juliet is difficult to pin down, but we 

can estimate that it was written sometime in the 1590’s, at the height of the English 

Renaissance and Elizabethan fashion. This era had little appeal for me as a setting for 

Romeo and Juliet. While the Elizabethan period is full of fabulous fashions, it is too stiff, 

too ostentatious, and too full of peacocks for such a romantic tale. What’s more, 

Shakespeare based his play on a story of star-crossed lovers, separated by feuding 

families, that has existed in various forms since the time of Ovid’s Metamorphoses. The 

names Montague and Capulet first appear in Dante’s Divine Comedy in 1320. 
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Elizabethan audiences likely were familiar with the old story and viewed it more as a 

classic tale than a contemporary slice of life. There are many reasons to justify setting the 

play in a period earlier than when it was written. Therefore, I convinced Mr. Wager to 

shift our production back one hundred years to the 1490’s, just as the Italian Renaissance 

was flourishing. This, to me, is a much softer, more romantic period of fashion, better 

suited to the story of Romeo and Juliet. It additionally has the benefit of allowing the 

actresses to be un-corseted, allowing for greater ease of movement and breath control.  

 By taking the lead in choosing a time period for our production, I impacted the 

work of many other members of the production team, most notably that of our fight 

director, Ian Rose. Mr. Rose has worked on many productions of Romeo and Juliet 

during his career, most of which were often set in the time period in which it was written. 

During Shakespeare’s time, the typical weaponry used in duels were the rapier and 

dagger. However, by setting our production one hundred years earlier, I inadvertently put 

us in the “sword and buckler” period of combat. The swords used at this time were 

heavier, their deadliest attacks inflicted with the sharp edge of the blade, rather than a 

rapier’s point. Bucklers are small shields, held in the non-dominant hand and used to 

defend from such attacks. Rather than resenting the challenge put before him, Mr. Rose 

embraced it, researching the various styles of swords and shields used in Italy during the 

late 15th century. We collaborated often during the production, ensuring that the sword 

belts and leather gauntlets that I provided for the actors’ costumes were compatible with 

their weapons and choreography, and I greatly enjoyed learning about the historical 

weaponry that suited my historical costumes. 
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Verona, Circa 1490 

 A costume designer’s research encompasses more than just the clothing worn. In 

order to attire each character properly, it is necessary to understand the circumstances of 

their life and their surroundings. I began my research with a brief study of Verona in the 

late fifteenth century. The city lies approximately seventy-five miles west of Venice, 

about an hour-long train ride for the modern traveler. Therefore, it is understandable that 

for much of the fifteenth century, Verona was under the control of the powerful 

Venetians. For this reason, I looked mostly to Venetian paintings and art to see what 

people were wearing. Still, I inevitably found inspiration in Florentine paintings as well. 

Indeed, Florence was such an influential city throughout the Renaissance, it is not 

difficult to believe that some of their fashions would have reached Verona. 

 It is open for argument whether Shakespeare ever traveled to Italy, let alone to 

Verona in particular. In The Shakespeare Guide to Italy, author Richard Paul Roe points 

out that Shakespeare references specific, existent Veronese landmarks in the script, such 

as a grove of sycamore trees outside the western city wall. Murray J. Levith, in 

Shakespeare’s Italian Settings and Plays, also notes the playwright’s accurate depiction 

of Italian burial traditions, which varied from English traditions of the time. These details 

suggest that Shakespeare had some knowledge of the City of Verona and Italian culture. 

Yet, he also makes mistakes, or perhaps deliberate departures from reality, such as 

inventing the character of “Prince Escalus” to rule over the entire City. As Shakespeare’s 

Verona is a blend of fact and fantasy, I felt liberated to take a few cautious, creative 

liberties of my own. I strived to remain as true to the period as I could, but when I needed 

to bend history to better serve the play, I did so with a free conscience. 
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Italian Renaissance Fashion 

When researching the costume history of the early Italian Renaissance, I began by 

working from the skin out. Any costumer worth their salt knows that the correct 

undergarments make all the difference in getting the correct outer silhouette in a period 

costume. Women’s underwear in the 1490’s was fairly simple. The chemise was the only 

undergarment a lady wore in the Middle Ages, and it continued to be worn in the 

Renaissance. It was most often made of linen, but was also occasionally made of silk, 

cotton, or even wool for a colder climate. The neck and hem were often decorated with 

trim, embroidery, pleats, or smocked patterns, and occasionally, the chemise was visible, 

peeking out at the neckline or at the wrists. The cut of the chemise changed frequently 

through the Middle Ages and into the Renaissance, in order to accommodate the 

changing shape of the dress worn over it; a tight-fitting chemise was used to shape the 

body before the invention of the corset. Though it had earlier predecessors, the corset as 

we know it is largely believed to have originated in Venice, made popular by Catherine 

de’Medici in the mid-sixteenth century, well after our setting of 1490. On their legs, 

women wore stockings, which were held up by a garter at the knee.  

Women’s outer layers of Renaissance fashion varied from city to city. The 

Florentine-style gown consisted of a front-laced, fitted bodice, attached to a full, pleated 

or gathered skirt. The sleeves attached only at the shoulder, rather that being fully set-in, 

which left the chemise visible under the arm. The sleeve seam was also often left open 

from elbow to wrist, held together by decorative ties, revealing the chemise sleeve in 

between. The Nurse’s costume was largely based on this Florentine fashion. In contrast, 

Venetian dresses of the time featured a distinctively high waist, sometimes sitting just 
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below the bosom. Low, wide necklines showed a great deal of the chemise, and 

sometimes even décolletage. Sleeve styles were similar to those in Florence, with 

decorative slashes and openings through which the chemise puffed. Unlike the Florentine 

dresses’ visible front lacing, Venetian dresses usually closed in the back. Juliet’s dress 

was based on the Venetian style. In both cities, a wealthy woman’s dress would be made 

from rich fabrics, such as silks, velvets, or brocades, and could be decorated with gilt 

gold and silver embroidery, trims, and beads. 

For accessories, women wore necklaces made of gold, silver, pearls, semiprecious 

stone beads, and jeweled pendants. Because fashionable hairstyles of this period tended 

to cover the ears, earrings were rarely worn. Instead, the hair itself was adorned with 

jewelry. Women’s hair was usually pulled back into a chignon at the back of the head, 

and covered with a decorative hairnet or snood, often studded with pearls or other jewels. 

On their feet, women wore slippers made of leather, often decorated with perforated 

designs. 

 

 

 

 

 

 

 

Figure 2. Venetian Women’s Fashions, from The Clothing, Ancient and Modern, of 
Various Parts of the World by Cesare Vecellio 
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Men’s undergarments of the period were equally as simple as women’s. A man’s 

shirt in this time period was a garment very similar to a woman’s chemise, worn closest 

to the skin, and sometimes visible at the neck and cuffs. Men also wore braies, an early 

version of underpants that looked a bit like a cloth diaper. Their stockings, unlike 

women’s, reached the waist, where they were tied to either a belt or to a padded vest 

called a pourpoint. These stockings could be all one color, each leg could be a different 

color, or some stockings were even pieced together in colorful patterns, such as stripes or 

chevrons, a style known as “particolored.” In the Middle Ages, men’s stockings consisted 

of two completely detached legs, with no coverage in between. In the late fifteenth 

century however, as young men’s doublets became shorter and shorter, the “codpiece” 

was invented to cover the space in between. Over the course of the Renaissance, the 

codpiece became an increasingly large and decorative feature of men’s fashion.  

On their upper body, men’s fashion varied by age. Young men wore short 

doublets, exposing a great deal of leg and the codpiece. The doublet tied loosely up the 

front, often leaving a deep “v” of shirt visible between the lacings. Like women’s dresses, 

the sleeves were often only semi-attached or laced on, rather than being sewn into the 

armscye. One fashionable sleeve style of the time featured a voluminous, “puffy” upper 

arm, attached to a fitted forearm. I used this style of sleeve when designing Romeo’s 

costume. Older men of Renaissance Italy dressed considerably more conservatively, 

wearing long, loose gowns that closed all the way up to the neck and were belted at the 

waist. Over their gown, men of status would often wear an open robe, adding to the 

grandeur of their silhouette. Wealthy men could afford large quantities of the finest 

fabrics, and displayed their prosperity with the volume of their garments. 
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Figure 3. Venetian Men’s Fashions, from The Clothing, Ancient and Modern, of Various 
Parts of the World by Cesare Vecellio. 
 

 Another way to distinguish the young men from the old in my production was 

through hair. Young men in the early Renaissance grew their hair long, whereas older 

men often cut it short. Older men would also sometimes grow beards, while younger men 

kept their faces clean-shaven. As soon as the show was cast, I contacted the actors via 

email and asked those playing young men to grow out their hair as much as possible, and 

those playing older men to start growing their beards.  
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CHAPTER 4 

WORKING WITHIN PARAMETERS 

 

The Four Budgets 

 When designing a fully realized production, the costumer must be aware of how 

they use four different categories of budget: money, time, labor, and resources. Together, 

these four budgets dictate what can realistically be achieved in the production. 

 The most familiar type of budget relates to money. Before the costumer can make 

their design choices, they must know how much money is available for them to spend. 

The designer will often divide this figure by the number of actors in the cast, giving them 

an estimate of how much can be spent on each character. Alternatively, they may decide 

that some characters may require more of the budget than others. When examining the 

budget for Romeo and Juliet, I anticipated that I might spend almost half my money on 

the two titular characters. By making this decision in advance, I understood how much 

money was available to spend on the remaining costumes. 

 Another important budget is time. Every costume, whether purchased, 

constructed, or pulled from stock, must be produced within a given time frame. Several 

factors affect the costumer’s timeline, including when they are hired, when the show is 

cast, when the actors are available for fittings, when the director finishes blocking, and 

how many dress rehearsals there are. I first learned that I would be designing Romeo and 

Juliet in January 2017, so I had over a year to read the play and begin my preliminary 

research. However, the show was not cast until November 2017, and I had to postpone 

many of my costume choices until I knew which actors would be wearing them. The 
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largest impingement on our timeline was that Temple Theaters was simultaneously 

producing three new plays in rep. Until these shows successfully opened and closed, time 

in the costume shop was divided between them and Romeo and Juliet. 

 The third budget is labor. A designer must be cognizant of how much help they 

will have in producing the costumes. Sometimes they will be working alone and bear sole 

responsibility for every stitch. Other times, they may have a professional costume shop 

working with them. Luckily, while working on Romeo and Juliet, I had the support of my 

fellow graduate students, our costume shop staff, and our costume shop supervisor, 

Jennielynn Streed. Having their assistance allowed me to achieve far more than I could 

have on my own.  

 The final budget is that of resources. This encompasses any aid available to the 

costume designer outside of money, time, or labor, such as existing costume stock. Most 

large theater companies will have a closet or storage facility that houses all of the 

costumes used in previous shows. The costumer can peruse this collection to see if any 

costumes can be reused for their production. Early in my design process, I searched 

through Temple’s costume closet and set aside any items that I thought could be useful. 

Many of the ensemble and supporting characters’ costumes came from stock. 

 Each of these four budgets impacts the other three. For example, if money and 

labor are lacking, it is vital that adequate time and resources are available to make up the 

difference. I felt very comfortable with the money, labor, and resources allocated to 

Romeo and Juliet. The only budget I ever felt lacking was time. 
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The Cast List 

In Shakespeare’s time, all the roles in Romeo and Juliet would have been played 

by men. In our production, not only were the women’s roles played by women, but 

several men’s roles were as well. Professor Wager had informed me early in our meetings 

that he expected to see many talented, deserving actresses in auditions, more than there 

were female roles available in the play, and that he would, therefore, likely be casting 

some of them in male roles. Ultimately, both Benvolio and Friar Lawrence were cast as 

women. We discussed whether they would be women playing men, or if we would 

change the gender of the character to suit the actor, and it became clear that Professor 

Wager preferred the latter.  Thus, Friar Lawrence became Sister Lawrence, and Benvolio 

kept the name but wore a dress.  

 The change from Friar Lawrence to Sister Lawrence was a relatively easy one to 

make. Her costume became a hybrid of a nun’s and monk’s vestments, with the tabard, 

wimple and veil of a nun, but with the knotted rope belt, sandals, and brown wool of a 

monk. Benvolio presented a greater challenge, as the character needs to fight with a 

sword in the first scene, not an easy feat in a long dress. I designed for her a dress that 

could be tucked up into her belt to reveal a shorter petticoat underneath, allowing her legs 

greater ease of movement. Professor Wager was concerned with how a woman would be 

able to wear a sword and sheath with a dress. I suggested that rather than carrying her 

sword on her person, she disarm one of the men and use that sword in her duel with 

Tybalt. Both Professor Wager and Mr. Rose were satisfied with this suggestion. 

 In addition to gender reversals, there were several other challenges in casting; 

namely that the cast list first posted on November 17th did not match the cast list as it 
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appeared in the program on March 3rd. Several changes and additions were made along 

the way. In late December, two members of the cast wrote to our stage manager, Lydia 

Stahl, to let her know that they had found other work and could no longer be apart of 

Romeo and Juliet. Ms. Stahl forwarded this information to the costume shop 

immediately, but these actors were not replaced until January 9th. Professor Wager had 

also informed me of his intention to cast two additional men to play non-speaking 

Prince’s Guards. These actors were not cast until January 26th, and their roles were 

increased, playing servants at Capulet’s feast as well. Once rehearsals started, Professor 

Wager also changed his mind about some of his casting decisions, reassigning former 

Montagues to play Capulets, and Capulets to play Montagues, requiring that their 

costumes change to fit the colors of their new Houses. Each delay, addition, and change 

in casting kept me on my toes, forcing me to work harder and faster to ensure that the 

actors would be properly attired in each scene.   
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CHAPTER 5 

MAKING CHOICES 

 

Color Palette 

 To me, one of the most useful tools at a costume designer’s disposal is color. 

Color can make a character stand out or fade away. It can bring groups of people 

together, or it can separate them. It can denote a character’s gender, status, age, wealth, 

and temperament. Before I began looking at rental costumes, before I began swatching 

fabrics, before I even began drawing, I had planned my color palette for the show. 

 The most essential plot element of Romeo and Juliet is the feud between the 

Montague and Capulet families. This is what sets up the conflict for the romance between 

Romeo and Juliet; without it, they would live happily ever after and we would have no 

story. Therefore, it is important for the audience to be able to identify to which house 

each character belongs. This is most easily achieved through color. Like opposing teams 

on the field, each character’s loyalties showed in the colors that they wore. My favorite 

two colors to use on stage are red and blue. These colors look striking under stage lights, 

they are almost universally flattering on actors, and, most importantly, they contrast well 

with each other. Instinctively, I decided that the Capulet family would wear blue, and all 

of their followers would dress in cool tones. The Montague family would wear red, and 

all of their followers would dress in warm tones.  

 Upon close reading, there is a third family featured in Romeo and Juliet. Juliet’s 

would-be fiancé, Paris, and Romeo’s friend, Mercutio, are both blood relatives of Prince 

Escalus. In Act V Scene iii, when the Prince says “I… have lost a brace of kinsmen,” he 
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is specifically mourning their deaths. I decided to make green the signature color of this 

family. Paris would be dressed in cool emerald green with blue accents to show his 

association with the Capulet family, whereas Mercutio would be dressed in warmer sap 

green with red accents to show his loyalty to Romeo and the Montagues. The Prince, the 

highest authority figure in the play, I decided to dress all in regal gold, yet I made sure to 

give him a green jeweled ring to tie him in with his family’s color. 

Figure 4. Color Palette Collage, shown in preliminary production meetings 

 

Drawing and Rendering 

 At some point, a costume designer must put pencil to paper and begin drawing 

their ideas. This is often the most overwhelming step of the process; there is nothing 

more intimidating than staring at a blank page. This is why we refer to our earliest 

drawings as “roughs,” to remind ourselves that the first thing we draw does not have to 

be a perfect representation of the costume that will ultimately walk onto the stage. It is a 
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first draft, an attempt to get our ideas out of our own heads and into a physical form that 

can be shared with the rest of the production team. 

 I drew my roughs before the show had been cast, thus my first drawings of 

Benvolio and Friar Lawrence assumed traditional male casting. For my roughs, I used 

only pencil on inexpensive copy paper. I left the faces intentionally blank, waiting for an 

actor to fill them, and I gave all of the figures the same generic poses. My attention to 

detail was entirely focused on the clothing (Appendix C). When presenting my roughs in 

production meetings, I showed them alongside research images that reinforced my 

choices and reminded the viewer what the costumes might look like in color. 

 With positive feedback from the production team and a cast list in hand, I began 

to feed more life into my costume designs. How a costume designer presents their final 

renderings can be as important as the costume designs themselves. Choice of media, 

paper, and layout of titles can all help support the designer’s vision of the play. I chose to 

create my final renderings in watercolor, a very traditional medium for a very traditional 

production. Knowing that these renderings would be a feature of my portfolio for years to 

come, I bought the highest quality, hand-made paper that I could find; the rough texture 

and naturally jagged deckle edge gave my paintings an “old-world” feeling. I completed 

my renderings with gold title cards, backed with red and blue gilt paper (Appendix D). 

 

Fabric Swatching 

 If the costume designer is fortunate enough to have their designs built in a 

costume shop, another important step in their process is to find fabric swatches. Before 

spending money on any fabrics or trim, the designer will collect small samples of 
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material to share with the director, design team, and costume shop staff. The director and 

other designers may offer their opinions as to whether or not the fabric looks right for the 

character. The costume shop staff will make suggestions as to which fabrics are most 

appropriate for the garments to be constructed. Having received this feedback, the 

designer then returns to the store to purchase yardage of the selected fabrics. 

 Philadelphia is a difficult city in which to find swatches. The once prosperous 

“Fabric Row” of South Street is now a dwindling number of stores with hit-or-miss 

selection. Thankfully, the garment district in New York City is only a two-hour bus ride 

away. Not all fabric stores will allow swatches to be cut from their stock, however most 

stores in New York are accustomed to costume and fashion designers and have swatching 

policies in effect. If the designer can demonstrate their intent to return as a paying 

customer, the staff is usually very accommodating.  

 I made my first of many fabric-sourcing trips to New York in December, after my 

final renderings had been approved. In preparation, I made for myself a “fabric-swatching 

kit,” consisting of scissors, a tape measure, a mini stapler, and a carabiner ring full of 

blank oak tags. In each store I visited, I checked in with the staff to be sure of their 

swatching policy. With their permission, I then set to work, finding fabric options and 

cutting small samples. Each swatch was then stapled to an oak tag and labeled with the 

store where I had found it, the fiber content, the width of the bolt, and the price per yard. 

This made it very easy to then plan my return trip to purchase yardage. 

After the costumes were constructed, I retroactively made swatch cards of the 

fabrics that were ultimately used to create costume pieces for six of the characters: 

Romeo, Juliet, Lord Capulet, the Nurse, Benvolio, and Mercutio (Appendix E). 
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CHAPTER 6 

MAKING IT HAPPEN 

 

Costume Construction 

My arrival at Temple University in 2015 was, in some ways, poorly timed. One 

month after I started classes, the costume shop’s First Hand Stitcher, Laura Seely, left to 

pursue a new profession. The following summer, Cutter/Draper Julie Watson also left her 

job at Temple to work for the Pennsylvania Ballet downtown. For the entire second year 

of my graduate education, those positions remained unfilled, covered by temporary hires. 

It was enough to keep actors clothed, but not enough to let the designers work to their full 

potential. As a result, for most of my time at Temple, shows that I designed were 

completely shopped, rented, or pulled from stock.   

It wasn’t until October of my third and final year that Kevin Ross, our new Master 

Tailor and Cutter/Draper, and Lisa Raymond, our new Costume Technician, were 

permanently hired as full-time staff. By then, it was too late to put their talents toward 

building any of the costumes for my fall semester assignment. Therefore, as we began 

discussing Romeo and Juliet in the costume shop, I had many hopes and expectations 

invested in what we could build. This would be my last show at Temple, my last chance 

to leave something amazing behind, something that I truly felt I had designed.  

 I was thrilled in my meetings with our Costume Shop Supervisor, Jennielynn 

Streed, when I realized how much we would be able to build; it was more than I had 

initially hoped for. Once our build list was decided, Ms. Streed delegated the projects 

among our staff and my fellow graduate students. Romeo and Juliet’s costumes were 



24 
 

placed in the skilled hands of Mr. Ross and Ms. Raymond, as were the particolor tights 

for Tybalt, Mercutio, and Paris. James O’Donnell, an undergraduate senior, was assigned 

to build Romeo’s shirt. Our first-year graduate students, Kathleen Embrey and Hannah 

Compton, would build Benvolio and the Nurse, respectively. Melanie Green, our second-

year graduate student, would build Lord Capulet’s gown as well as create the masks for 

Romeo and Juliet. All other accessories and costume craft items, including the masks for 

the ball guests, would be handled by myself and my assistant, Sarah McKenzie. To 

describe the amount of work and skill involved in each costume that was created for 

Romeo and Juliet could be the subject of a thesis unto itself. Instead, I will take a more 

economical approach and describe the steps taken to produce one costume piece: 

Mercutio’s Tights. 

 When working on my research of historical clothing, I came across a detail from a 

painting attributed to Luca Signorelli, circa 1490. It depicted a young man wearing 

colorful tights in a pattern of stripes and chevrons. I immediately thought of Mercutio and 

his jester-like personality. I showed this image in my preliminary research presentation to 

the production team and copied the design in both my rough sketch and final watercolor 

rendering. 

 I am very fortunate that our Cutter/Draper, Kevin Ross, has made men’s 

Renaissance tights before and already had a basic pattern prepared. Using this base, Mr. 

Ross followed my style lines to create custom patterns for each of the four young men: 

Paris’ solid blue tights, Romeo’s two-tone red and white, Tybalt’s black and blue stripe, 

and Mercutio’s tri-color explosion. The greatest feat of all was Mercutio; the final pattern 
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is a work of art. Mr. Ross carefully labeled and numbered each pattern piece, lest we 

forget how to put the puzzle back together.  

Using his pattern, Mr. Ross created a “mock-up” pair of tights using spare fabric 

from the costume shop. A mock-up is a roughly constructed “practice” garment, made 

from inexpensive fabric, used in an actor’s first fitting. This gives the designer and draper 

the chance to approve the fit and design of a costume pattern before any expensive fabric 

has been wasted. In Mercutio’s fitting, Mr. Ross and I were interested in making sure that 

the designs lined up correctly on the actor’s body, and that all of the multiple seams did 

not cause him any discomfort. We also instructed the actor to try some of his fight 

choreography and movement in the fitting so that we could see where the garment might 

experience the most wear and tear. The mock up tights were a bit short, but otherwise 

very successful. Mr. Ross adjusted his pattern to accommodate the actor’s long legs. We 

also determined that he would need an extra layer of fabric added to his knees to give the 

actor a bit of cushioning and to increase the durability of the tights. 

 Mr. Ross also had helpful suggestions as to what fabric would be the best choice 

for the tights. Per his instructions, I visited two different fabric stores in New York that 

specialize in stretch fabrics: Spandex House and Spandex World. From these two stores, I 

collected swatches of every color they had available in heavy-weight ponte knit. After 

showing these swatches to Mr. Ross and Ms. Streed, we determined that we would need 

to custom dye the fabric for Mercutio’s tights in order to get the colors I had designed. I 

returned to New York and bought nine yards of white ponte knit: enough to build two 

pairs of tights for Mercutio, two pairs for Romeo (whose colors would also be custom 

dyed), and one extra yard for testing dyes. 
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 Lisa Raymond did all of the dying of fabrics for Romeo and Juliet. Using a house-

painter’s color booklet, I chose red, green, and yellow paint chips that matched the colors 

in my renderings and labeled them with the character’s name. Ms. Raymond then created 

a series of test swatches, using different kinds of dye in different formulas of color to see 

which would be the most effective in recreating the color I wanted. Most dyes require 

heat to permanently set color. We quickly realized that we could not use any heat-set 

dyes, as high temperatures destroyed the elastic fiber necessary to give the tights 

adequate stretch. Instead, we needed to use cold-water dyes, which are often not as 

vibrant. Despite this setback, I was ultimately very happy with the colors that Ms. 

Raymond achieved.  

 Two pairs of tights were created for each actor, so that each pair could be worn or 

washed for alternate performances. The pattern for Mercutio’s tights was cut from the 

dyed fabric, following Mr. Ross’ diagram to know which pieces to cut from yellow, 

which pieces to cut from red, and which pieces to cut from green. The puzzle was then 

assembled, carefully matching each chevron point and striped seamline, and the finishing 

touches of a codpiece and decorative lacing were added. The finished product was a 

masterpiece of construction. The combined efforts of Mr. Ross and Ms. Raymond were 

not wasted. Of all the beautiful costumes that appeared in Romeo and Juliet, I received 

the most compliments on Mercutio’s tights.  

While working as a freelance designer, before arriving at Temple, I often worked 

as a one-woman costume shop. I bore the responsibility not only for designing all of the 

costumes, but also for sourcing them, building them, fitting them, and altering them, all 

on my own. It was an exhausting way to work. It was an equally challenging experience, 
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however, handing my designs over to another person and watching while they built my 

vision. I could not just “make it up as I go along” as I sometimes did while working 

alone. I had to know where I wanted every button and seam and be ready to explain and 

justify those choices to the person patterning and building the costume. If I could not 

make a decision, they could not do their job. I struggled greatly with this part of the 

production, not only because it was my first time delegating the build to other people, but 

also because I am someone who, by nature, gets stuck in my own head. Decisions that 

were so clear in my mind became muddled on their way out of my mouth. In the future, I 

hope to develop stronger communication skills when working with a costume shop. I am 

incredibly lucky to have had this first experience in an academic setting, where my 

struggles and shortcomings were met with patience and guidance. 

I am incredibly proud of and grateful for the work performed by our costume shop 

staff and my fellow students. Without their efforts and their support, my designs would 

only have ever lived on paper. 

 

 

 

 

 

 

 

Figure 5. Mercutio’s Tights, Research, Rendering, Pattern, and Finished Costume 
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Costume Rentals 

It is every designer’s dream to have a show completely built from scratch, to suit 

their exact specifications. However, due to time and budget constraints, this is rarely 

possible. More often, a costumer has to supplement their designs with pieces either pulled 

from stock or rented from another company. Such was the case with Romeo and Juliet. 

Working with rental costumes presents its own challenges. The designer has to rely on 

the hope that they will find a costume that is approximately the right size for the actor 

cast. It is also an incredible stroke of luck to find a rental costume that is exactly the 

correct period, style, and color that is needed. Often, a designer has to be willing to 

compromise and consider pieces that are a slightly off-date or not exactly the look that 

they wanted. While the shop is allowed to make alterations to rented costumes, they have 

to be done in such a way that the costume can be restored to its original state before it is 

returned.  

I previously had a good experience renting from Oregon Shakespeare Festival 

when I designed Temple University’s production of Guys and Dolls in Fall 2017, so I 

immediately turned to them when looking for rental costumes for Romeo and Juliet. 

Oregon Shakespeare Festival (OSF) has a large collection of beautifully-made costumes, 

in periods ranging from antiquity to the twentieth century. What’s more, they have a 

well-designed online catalogue, where one can search their rental inventory by time 

period and garment type. Each item is conveniently listed with a photo, description, size 

information, and rental rate. In my earliest planning phases, I poured over their website 

and made wishlists of items that I wanted to use in our production. Once the actors were 

cast, I compared their measurements to the size information provided by OSF and made 
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definite choices as to which costumes we would be renting. I shared these rental images 

in production meetings and rendered them into my final watercolor designs. I had so 

much confidence in OSF that I neglected to ever consider any other rental companies, a 

decision that would later prove to be a mistake.  

On December 19th, I submitted my list of requested rental items to OSF. 

However, before they could start pulling items for us, they needed our rental agreement, 

processed and signed by the University Accounts Payable Department. Getting the 

paperwork signed and approved by Temple took more than three weeks. During this time, 

I knew that there was a risk that we could lose an item or two off our list to another 

renter, yet I remained calm and believed that any damage would be minimal. On January 

11th, our rental agreement was finally processed and ready to send to OSF. Later that 

night, we received a devastating reply. Our production overlapped with Oregon 

Shakespeare Festival’s own production of Romeo and Juliet, set in exactly the same time 

period. Almost a third of the items I had so carefully chosen were no longer available, 

among them, the costumes for Lady Capulet, Paris, Mercutio, and Tybalt. We were a 

week away from beginning costume fittings, and I had nothing for four of my major 

characters to wear.  

The very next day, I took a bus to New York to visit the Theatre Development 

Fund’s (TDF) costume collection, another rental company. Unlike OSF, TDF had no 

online catalogue, and I had to visit their site in person in order to browse their collection. 

I also knew that I would not be able to bring any items home with me that day, as I would 

yet again need to have a signed and processed rental agreement before I could check 

anything out. I perused their racks, filled with costumes of varying quality, took pictures 
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of anything that I thought might be usable, and hoped against hope that they would still 

be there weeks later when our paperwork was ready. The next day, I also sent inquiries to 

the Guthrie Theater in Minneapolis, Minnesota and Goodspeed Musicals in East 

Haddam, Connecticut; two rental companies with whom Temple has worked in the past. 

In my emails to them, I included renderings of the missing costumes, descriptions of what 

we needed, and the actors’ measurements. They replied with images of available 

costumes, and once our paperwork was processed, they mailed to us the costumes I had 

selected. 

Ultimately, Lady Capulet’s dress was replaced by pieces pulled from Temple’s 

costume stock. While the replacement costume was a more medieval style, off by about 

one hundred years, it was the perfect color and fit the actress well. Tybalt’s doublet was 

replaced by another rental item from OSF, originally selected for the character Gregory. 

Conveniently, the role of Gregory had been recast with a much larger actor, leaving his 

Capulet-blue doublet unclaimed. Mercutio’s and Paris’ green doublets were found in 

TDF’s collections and were reasonably close to my original designs. While losing my 

first-choice costumes for these characters was incredibly frustrating and stressful at the 

time, in retrospect, I am glad that it happened. I have learned much more from the 

experience than if everything had gone according to plan.  

 

Wigs and Hair 

When designing Guys and Dolls in Fall 2017, I learned an important lesson about 

wigs and hair. While I had rented and purchased wigs for all of the leading female 

characters, I made the cost-saving decision to style the actresses’ own hair for the female 
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ensemble members. This included two “ladies of the night,” whose hair I wanted curled 

and set in a 1940’s “Victory Roll” style. The actresses had sufficiently long hair that such 

a style was possible. However, I had not accounted for how long it would take to style 

their hair for each performance. Ultimately, the only member of the crew who was 

comfortable executing such a style was our wardrobe supervisor, Grace Martin. For an 

hour-and-a-half pre-show, Ms. Martin styled the hair for these two ladies, time that could 

have been much better spent seeing to her other responsibilities as wardrobe supervisor. 

Comparatively, the women who were wigged were able to prep their hair in pincurls 

themselves, and only needed the assistance of the Hair and Makeup crew long enough to 

have their wigs added and pinned in place. I learned that when an era-appropriate 

hairstyle is called for, it is a far better use of everyone’s time and resources to provide a 

wig. I was determined not to make the same mistake again on Romeo and Juliet. I 

decided early on that all of the women (except for the Nurse and Sister Lawrence, whose 

heads were covered) would wear wigs.  

For Temple productions, we frequently rent wigs from a company called 

WigBoys. We send them the actor’s head measurements, the designer’s color 

preferences, and research images and/or drawings of what the style should look like. 

WigBoys then pulls the correct size and color wig from their stock, and custom styles it 

to our needs. It is vital that when measuring the actor’s head, her hair be prepped in 

braids or pin curls and tucked under a wig cap, the same as it would be for performances. 

An actor’s long hair adds bulk under the wig cap, so measurements taken with her hair 

down would result in a wig that is too small. Each actress who was to be wigged was 

called in for wig measurements; their hair was set in pin curls, and a wig cap was applied 
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before we took four different measurements, using a direction sheet provided by 

WigBoys. I chose color swatches for each actress, found period research of the styles I 

wanted, and drew front back and side views for each of the six wigs we would be renting.  

 When the wigs arrived, each actress was called back for a wig fitting. Her hair 

was prepped again in the same manner as it had been when her measurements were taken. 

However, I was disappointed to discover that of the six wigs rented, only two fit properly 

on our first attempt. It is unclear whether the mistake was WigBoys’ or ours. It is possible 

that when taking measurements, we were rushed and did not make sure the actresses’ hair 

was evenly dispersed under their wig caps, leading to inaccurate measurements. It is also 

possible that WigBoys pulled wigs from their stock that were the correct size, but they 

then styled them so tightly that the wigs shrank. Either way, we needed to work quickly 

to find a solution for four of our actresses. 

One actress was willing to cut off more than half her hair. Once her hair was 

shortened, the reduced bulk allowed her wig to fit properly. Another wig was taken down 

and restyled more loosely by our Hair and Makeup supervisor, Grace Martin. By styling 

it more gently, and letting the chignon sit lower on the nape of the neck, rather than being 

pulled straight back, the wig was able to fully cover her head. However, the two 

remaining wigs were so small that no amount of effort would ever make them wearable. I 

consulted with Ms. Martin and Ms. Streed to arrive at a solution. Ultimately, we 

purchased two new lace front wigs for these actresses to wear. Ms. Martin showed me 

images of styles that she believed could be achieved with the new wigs. While they did 

not perfectly match my original research, they were similar enough to fit within the 

world. I trusted Ms. Martin’s skills and was not disappointed with the results.  
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Unfortunately, our wig woes continued after opening. The lace front of one of the 

purchased wigs proved to be too dark for the actress’ skin tone. This issue was solved by 

cutting away the lace and replacing it with a better matching color. The actress playing 

Juliet also had difficulty with her lace front. Her own hair line was so low, that the wig 

either had to be pulled unnaturally far forward, or her baby hairs would be visible under 

the lace, plastered down by spirit gum. Eventually, Ms. Martin and Ms. Streed solved this 

problem by tucking the lace front away and treating it as a “three-quarter” wig. The 

actress’ natural hair line was visible, with the wig hair starting a few inches behind it. 

Some of her real front hair was then pulled back over the wig, to make it seamlessly 

blend in. This solution worked beautifully.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 6. Juliet’s Wig, before and after restyling by Grace Martin. Production Photos by 
Mark Garvin 
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CHAPTER 7 

SURVIVING TECH WEEK 

 

The final week before a show opens is tense and exhilarating. After weeks of 

meetings, rehearsals, costume fittings, and show work, all of the areas of design and 

production were about to see their work come together. As we approached tech week, I 

shifted my attention away from the aesthetic beauty of the costumes and toward the 

practical necessities of the production. I created a set of paperwork for each actor, 

outlining every costume piece they needed to wear in each scene, and drawing their 

attention to any tricky costume changes (Appendix F). Included with each piece list was a 

photo from the actor’s costume fitting. This kind of paper work is extremely helpful to 

both the actor and to the wardrobe crew members who assist them backstage. 

 For the costume designer, tech week begins with dress parade. The actors are all 

called in and dressed fully in their costumes. They then walk out on to the stage either 

individually or in groups. Both the designer and the director sit out in the theater house 

and view the costumes from an audience member’s perspective. While the designer has 

seen all of the costumes up close in fittings, their choices can look very different from 20 

feet back, under stage lights, and when paired with the other actors in their costumes. 

This can sometimes be a nerve-wracking experience for the designer, dragging on for 

hours, where entire costumes are deemed insufficient and must be scrapped, replaced, 

and refitted within the next week. Thankfully, our dress parade for Romeo and Juliet was 

a very positive experience. Each group of actors only stood on the stage for a minute or 

two before Mr. Wager nodded his approval and the next wave was brought in. Notes 
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were taken to fix hemlines, add trim, rethink accessories, and teach the ladies how to 

properly walk in their long skirts, but there were no disasters. Would that the rest of tech 

had gone as smoothly. 

 Despite the Chorus’ opening monologue promising that the play will be “the two 

hours’ traffic of hour stage,” Romeo and Juliet, uncut, runs almost four hours long. The 

first run-through of the play, to which the design team was invited, had to be split over 

two days. The length of the play continued to be problematic during dress rehearsals. Our 

first full dress rehearsal on Sunday, February 25th, ended abruptly after Act IV Scene v, 

because it was past 10:30pm and we needed to let the actors get out of costume and the 

crew go home. At our second dress rehearsal the following Tuesday, we were able to 

make it to the final scene, but once again, had to stop short of finishing the last lines of 

the play. Realizing that no amount of picking up cues or tightening scene transitions 

would solve this problem, our director, Mr. Wager, began furiously cutting lines and 

entire scenes. Each day, he sent the cast and crew a new email with the updated script and 

a list highlighting the newest cuts. It was my responsibility to keep an eye on these cuts in 

case they affected the costumes. Some of the scenes cut meant that certain ensemble 

costume pieces were no longer needed. Other cuts shortened the amount of time allotted 

to a quick change. 

 Adding to our troubles, our first preview, scheduled for Wednesday, February 

28th, was cancelled in favor of a blocking rehearsal. For the costume designer, the 

preview is like another dress rehearsal; it is another chance to see all of the costumes 

onstage, to make sure that they look the best they possibly can, that the actors know what 

they should be wearing when, and that any quick-changes are running smoothly. It is the 
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last chance to make any necessary changes before the show opens and all must be 

accepted in its current state. Sadly, losing our first preview had negative repercussions for 

the entire run of the show. There were issues, such as Juliet’s wig, that I may have 

noticed and fixed before opening, and there were quick-changes that never ran smoothly 

because the actors and crew did not have enough time to practice them before they were 

put in front of a full-paying audience. While I understand the reason this decision was 

made, I deeply regret that we never had a preview performance. 

 As one final, mocking blow, our opening night was cancelled due to inclement 

weather. 
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CHAPTER 8 

CONCLUSION 

 

 On Saturday, March 3rd, I was finally able to sit in the audience and see the full 

production of the play that I had worked so hard to design. I let go of all thoughts of 

rental costumes and wigs, truncated dress rehearsals and cancelled previews. I forgot 

about the snow that had ruined our opening night. I set aside all of my frustrations from 

the previous weeks and lost myself in the beauty of the text, just as I had when I first 

cracked open my fresh copy of the script all those months ago.  

 Someone once told me that, as a designer, you should always expect to run out of 

time before you run out of ideas. The spirit of this sentiment is that a designer will 

constantly work to make their costumes the best they can be, but the show will inevitably 

open, even when there are still things that could be made better. Every show I design, no 

matter how proud I am of my work, I see room for improvement. Romeo and Juliet is no 

exception. From process through production, I am fully aware of my own weaknesses. 

 My greatest pitfall as a designer is organization. I am not blessed with an orderly 

mind. Any organizational skills I have learned over the years were hard-won. My natural 

tendency towards disorder impacts my management of money, my management of time, 

and my ability to plan ahead. Had I been better organized, I would have already had 

back-up plans ready when our costume rentals did not work out as anticipated. While I 

did manage to find solutions, I was never fully satisfied with the replacement costumes 

for Lady Capulet or for Paris. Had I planned ahead, I may have been able to find better 

options for these two characters. 
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 I also have difficulty with communication. My time spent as a freelance designer 

conditioned me to work very effectively on my own, to the point where once I had help, I 

was not entirely sure what to do with it. I struggle when delegating tasks to other people; 

my instinct is still to dig in and do the work myself, rather than figure out how to explain 

it to someone else. I recognize that my reluctance to commit to decisions or to share the 

details in my head was a source of concern in the costume shop. Had I been a more 

effective communicator, I could have made everyone’s job easier. 

 Still, I ultimately feel that my strengths as a designer help compensate for my 

weaknesses. Though I occasionally struggle with communication, I otherwise work very 

well with people. I genuinely care about other human beings and like to make sure that 

their voices are heard, whether they are fellow collaborators or fictional characters. I am 

also a great improviser. I may not always plan for disaster, but when it strikes, I am able 

to keep a clear head and find a way to work around it. Another one of my greatest 

strengths as a designer is my academic approach. My creativity is tied to my intellect. I 

enjoy analyzing a script from every angle, especially when given a play as rich as Romeo 

and Juliet. One thing that helped me connect with Professor Wager as a director is our 

mutual commitment to the text. I also excel at research. I enjoy learning about history and 

sharing what I learn with others. Lastly, and perhaps most importantly, I have what is 

colloquially referred to as “a good eye.” I can see in my mind what kinds of colors, 

fabrics, and styles will look best on stage, before I even have a physical garment in front 

of me. I have learned to trust my instincts as a designer; they rarely lead me astray.  

 In conclusion, I invested my head and my heart in Romeo and Juliet, and I am 

incredibly proud of the result. I truly believe that it is my strongest work, to date.  
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APPENDIX A 

ACT/SCENE BREAKDOWN 

 

  ACT ONE 

  Prologue Scene i Scene ii Scene iii Scene 
iv Scene v 

Location unspecified A street A street Capulet 
House A street Capulet 

House 
Day unspecified Sunday Sunday Sunday Sunday Sunday 

Time unspecified Morning 
(9am) Afternoon? Afternoon? Evening Night 

Lord 
Montague   X         

Lady 
Montague   X         

Benvolio   X X   X X 
Abraham   X         
Balthasar   X         
Romeo   X X   X X 
Juliet       X   X 

Lord Capulet   X X     X 
Lady Capulet   X   X   X 

Sampson   X         
Gregory   X         
Nurse       X   X 
Tybalt   X       X 
Peter     X X     

Anthony           X 
Potpan           X 
Capulet 
Cousin           X 

Prince   X         
Paris     X       

Mercutio         X X 
Friar 

Lawrence             

Friar John             
Apothecary             

Chorus X           
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  ACT TWO 
  Chorus Scene i Scene ii Scene iii Scene iv Scene v Scene vi 

Location unspecified 
Outside 
Capulet 
House 

Outside 
Capulet 
House 

The 
Monastery A street Juliet's 

chamber 
The 

Monastery 

Day unspecified Sunday Sunday Monday Monday Monday Monday 
Time unspecified Night Night Dawn Morning Noon Afternoon 
Lord 

Montague               

Lady 
Montague               

Benvolio   X     X     
Abraham               
Balthasar               
Romeo   X X X X   X 
Juliet     X     X X 

Lord Capulet               
Lady Capulet               

Sampson               
Gregory               
Nurse     X   X X   
Tybalt               
Peter         X X   

Anthony               
Potpan               
Capulet 
Cousin               

Prince               
Paris               

Mercutio   X     X     
Friar 

Lawrence       X     X 

Friar John               
Apothecary               

Chorus X             
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 ACT THREE 
 Scene i Scene ii Scene iii Scene iv Scene v 

Location A street Juliet's 
chamber 

The 
Monastery 

Capulet 
House 

Juliet's 
chamber 

Day Monday Monday Monday Monday Tuesday 
Time Midday Afternoon Afternoon Night Dawn 
Lord 

Montague X     

Lady 
Montague X     

Benvolio X     

Abraham      

Balthasar      

Romeo X  X  X 
Juliet  X   X 

Lord Capulet X   X X 
Lady Capulet X   X X 

Sampson      
Gregory      
Nurse  X X  X 
Tybalt X     
Peter      

Anthony      
Potpan      
Capulet 
Cousin 

     

Prince X     
Paris    X  

Mercutio X     
Friar 

Lawrence 
  X   

Friar John      
Apothecary      

Chorus      
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  ACT FOUR 
  Scene i Scene ii Scene iii Scene iv Scene v 

Location The 
Monastery 

Capulet 
House 

Juliet's 
chamber 

Capulet 
House 

Juliet's 
chamber 

Day Tuesday Tuesday Tuesday Wednesday Wednesday 

Time Morning Afternoon Night Pre-dawn 
(3am) 

Dawn 

Lord 
Montague           

Lady 
Montague           

Benvolio           
Abraham           
Balthasar           
Romeo           
Juliet X X X   X 

Lord Capulet   X   X X 
Lady Capulet   X X X X 

Sampson           
Gregory           
Nurse   X X X X 
Tybalt           
Peter         X 

Anthony           
Potpan           
Capulet 
Cousin           

Prince           
Paris X       X 

Mercutio           
Friar 

Lawrence X       X 

Friar John           
Apothecary           

Chorus           
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  ACT FIVE 
  Scene i Scene ii Scene iii 

Location Mantua The Monastery Capulet Tomb 
Day Thursday Thursday Thursday/Friday 

Time Afternoon? Evening Night to Dawn 
Lord Montague     X 
Lady Montague       

Benvolio       
Abraham       
Balthasar X   X 
Romeo X   X 
Juliet     X 

Lord Capulet     X 
Lady Capulet     X 

Sampson       
Gregory       
Nurse       
Tybalt     X 
Peter       

Anthony       
Potpan       

Capulet Cousin       
Prince     X 
Paris     X 

Mercutio       
Friar Lawrence   X X 

Friar John   X   
Apothecary X     

Chorus       
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APPENDIX B 

CHARACTER BREAKDOWNS 

 

JULIET 
Page Scene Speaker Description 

12 1.2 Capulet "My child is yet a stranger in this world, She hath not seen the change of fourteen 
years" 

18 1.3 Nurse "What, lamb! What, ladybird!" 

18 1.3 Lady 
Capulet "Thou knowest my daughter's of a pretty age" 

20 1.3 Nurse "Thou wast the prettiest babe that e'er I nursed" 

30 1.5 Romeo 
"O she doth teach the torches to burn bright! It seems she hangs upon the cheek 
of night as a rich jewel in an Ethiop's ear - Beauty too rich for use, for earth too 
dear! So shows a snowy dove trooping with crows..." 

38 2.2 Romeo "Juliet is the sun!" 

79 3.3 Nurse "Even so lies she, Blubb'ring and weeping, weeping and blubb'ring" 

91 3.5 Capulet "Out, you greensickness carrion! out you baggage! You tallow-face!... young 
baggage! disobedient wretch!" 

96 4.1 Paris "Poor soul, thy face is much abused with tears" 

119 5.3 Romeo "her beauty makes this vault a feasting presence full of light" 

120 5.3 Romeo "Beauty's ensign yet is crimson in thy lips and in thy cheeks, and death's pale flag 
is not advanced there." 

 

LORD CAPULET 
Page Scene Speaker Description 

7 1.1 Montague "Thou villain Capulet!" 

12 1.2 Capulet "...for men so old as we..." 

17 1.2 Peter  "My master is the great rich Capulet" 

29 1.5 Capulet "You and I are past our dancing days" 

92 3.5 Lady Capulet "You are too hot" 
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LADY CAPULET 
Page Scene Speaker Description 

21 1.3 Lady 
Capulet 

"By my count, I was your mother much upon these years that you are now a 
maid" 

33 1.5 Nurse "And a good lady, and a wise and virtuous" 

 

TYBALT 
Page Scene Speaker Description 

8 1.1 Benvolio "The fiery Tybalt" 

31 1.5 Capulet "You are a saucy boy" 

50 2.4 Mercutio "More than Prince of Cats, I can tell you. O he's the courageous captain of 
compliments... the very butcher of a silk button, a duelist, a duelist!" 

65 3.1 Mercutio "Tybalt, you ratcatcher... Good King of Cats" 

66 3.1 Mercutio "A braggart, a rogue, a villain that fights by the book of arithmetic!" 

67 3.1 Benvolio "The furious Tybalt" 

72 3.2 Nurse "I saw the wound... here on his manly breast. A piteous corpse, a bloody piteous 
corpse, Pale, pale as ashes, all bedaubed in blood." 

73 3.2 Nurse "O Tybalt, Tybalt, the best friend I had! O courteous Tybalt! honest gentleman!" 

 

NURSE 
Page Scene Speaker Description 

53 2.4 Nurse "My fan, Peter" 

53 2.4 Mercutio "Good Peter, to hide her face; for her fan's the fairer face." 

54 2.4 Mercutio "A bawd, a bawd, a bawd! So ho!" 

54 2.4 Mercutio "ancient lady" 

57 2.5 Juliet "O she is lame!" 

91 3.5 Capulet "my Lady Wisdom? Hold your tongue, Good Prudence, Smatter with your 
gossips, go!... Peace you mumbling fool!" 

94 3.5 Juliet "O most wicked fiend!" 
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ROMEO 
Page Scene Speaker Description 

9 1.1 Montague "...with tears augmenting the fresh morning's dew, adding to clouds more 
clouds with his deep sighs..." 

9 1.1 Montague "Away from light steals home my heavy son" 

11 1.1 Romeo "This is not Romeo, he's some other where" 

23 1.4 Romeo "I have a soul of lead" 

31 1.5 Capulet "Verona brags of him to be a virtuous and well-goverened youth" 

47 2.3 Friar 
Lawrence "Our Romeo hath not been in bed tonight" 

65 3.1 Mercutio "O calm, dishonorable, vile submission!" 

67 3.1 Romeo "O sweet Juliet, thy beauty hath made me effeminate and in my temper 
softened valor's steel!" 

67 3.1 Tybalt "wretched boy" 

68 3.1 Romeo "O, I am fortune's fool!" 

73 3.2 Juliet 
"O serpent heart, hid with a flow'ring face!... Beautiful tyrant! fiend angelical! 
Dove-feathered raven! wolvish-ravening lamb! Despised substance of divinest 
show!... A damned saint, an honorable villain! 

79 3.3 Friar 
Lawrence "There on the ground, with his own tears made drunk" 

81 3.3 Friar 
Lawrence "Thy tears are womanish, thy wild acts denote the unreasonable fury of a beast" 

 

LORD MONTAGUE 
Page Scene Speaker Description 

7 1.1 Capulet "Old Montague is come and flourishes his blade in spite of me" 

12 1.2 Capulet "...for men so old as we..." 

 

LADY MONTAGUE 
Page Scene Speaker Description 

125 5.3 Montague "My wife is dead tonight! Grief of my son's exile hath stopped her breath." 
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BENVOLIO 
Page Scene Speaker Description 

62 3.1 Mercutio "thou art as hot a jack in thy mood as any in Italy; and soon moved to be 
moody, and as soon moody to be moved." 

63 3.1 Mercutio "thou hast hazel eyes" 

69 3.1 Lady 
Capulet "He is a kinsman to the Montague" 

 

MERCUTIO 
Page Scene Speaker Description 

23 1.4 Romeo "You have dancing shoes with nimble soles" 

54 2.4 Nurse "What saucy merchant was this that was so full of ropery?" 

55 2.4 Romeo "A gentleman, nurse, that loves to hear himself talk and will speak more in a 
minute that he will stand to in a month." 

55 2.4 Nurse "Scurvy knave!" 

66 3.1 Mercutio "Ask for me tomorrow, and you shall find me a grave man." 

67 3.1 Romeo "The Prince's near ally" 

67 3.1 Benvolio "brave Mercutio is dead!" 

 

PARIS 
Page Scene Speaker Description 

21 1.3 Lady 
Capulet "The valiant Paris" 

21 1.3 Nurse "he's a man of wax" 

21 1.3 Lady 
Capulet "Verona's summer hat not such a flower as he" 

84 3.4 Capulet "This noble earl" 

89 3.5 Lady 
Capulet "The gallant, young, and noble gentleman, the County Paris" 

93 3.5 Nurse "O, he's a lovely gentleman!... An eagle, madam, hath not so green, so quick, 
so fair an eye as Paris hath." 

119 5.3 Romeo "Mercutio's kinsman, noble County Paris!" 
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PRINCE ESCALUS 
Page Scene Speaker Description 

7 1.1 Prince "Your moved prince" 

77 3.3 Friar Lawrence "The kind prince" 

128 5.3 Prince "And I, for winking at your discords too, have lost a brace of kinsmen." 

 

FRIAR LAWRENCE 
Page Scene Speaker Description 

45 2.2 Romeo "my ghostly sire" 

101 4.3 Capulet "Now, afore God, this reverend holy friar, All our whole city is much bound to 
him" 

122 5.3 Juliet "O comfortable friar!" 

 

APOTHECARY 
Page Scene Speaker Description 

113 5.1 Romeo "In tattered weeds, with overwhelming brows... meager were his looks, sharp 
misery had worn him to the bones" 

113 5.1 Romeo "I see that thou art poor" 

114 5.1 Romeo 
"Art thou so bare and full of wretchedness and fearest to die? Famine is in they 
cheeks, need and oppression starveth in thy eyes, contempt and beggary hangs 
upon they back" 
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APPENDIX C 

ROUGH COSTUME SKETCHES 
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APPENDIX D 

FINAL COSTUME RENDERINGS 
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APPENDIX E 

FABRIC SWATCHES 
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APPENDIX F 

WIG DESIGNS 
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APPENDIX G 

ACTOR COSTUME TRACKS 

 

GUILLERMO ALONSO - ROMEO 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1-2   

white dickie, 
dance belt, 
particolor 
tights 

doublet w/ 
sleeve vest 
snapped in, 
Sleeves laced 
on 

red jazz shoes 

 

1 4-5 ADD 
mask 

white dickie, 
dance belt, 
particolor 
tights 

doublet w/ 
sleeve vest 
snapped in, 
Sleeves laced 
on 

red jazz 
shoes, raven 
mask 

  

2 1-6 REMOVE 
mask 

white dickie, 
dance belt, 
particolor 
tights 

doublet w/ 
sleeve vest 
snapped in, 
Sleeves laced 
on 

red jazz shoes   

3 1-3 
REMOVE 
doublet 
sleeves 

white dickie, 
dance belt, 
particolor 
tights 

doublet w/ 
sleeve vest 
snapped in, 
NO doublet 
sleeves 

red jazz shoes 
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3 5 

REMOVE 
dickie, 
doublet, 
shoes, 
ADD 
shirt, 
cape, hat 

dance belt, 
particolor 
tights 

shirt, 
(sleeveless 
doublet and 
cape carried 
on) 

(shoes and 
hat carried 
on) 

 

5 1 

REMOVE 
shirt, 
ADD 
dickie, 
doublet 
with 
sleeves 

white dickie, 
dance belt, 
particolor 
tights 

doublet w/ 
sleeve vest 
snapped in, 
Sleeves laced 
on, cape 

red jazz shoes   

5 3 ADD hat 

white dickie, 
dance belt, 
particolor 
tights 

doublet w/ 
sleeve vest 
snapped in, 
Sleeves laced 
on 

red jazz 
shoes, hat 
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FEDERICO ANDRADE - TYBALT 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1   

t-shirt, dance 
belt, 
particolor 
tights 

blue/black 
doublet w/ 
gold sleeves 

black canvas 
boots, black 
sword belt, 
black gloves 

 

1 5 

REMOVE 
gloves and 
sword 
frog, ADD 
mask 

t-shirt, dance 
belt, 
particolor 
tights 

blue/black 
doublet w/ 
gold sleeves 

black canvas 
boots, black 
belt, cat mask 

 

3 1 

REMOVE 
mask, 
ADD 
gloves and 
sword 
frog 

t-shirt, dance 
belt, 
particolor 
tights 

blue/black 
doublet w/ 
gold sleeves 

black canvas 
boots, black 
sword belt, 
black gloves 

  

5 3 

REMOVE 
gloves and 
sword 
frog 

t-shirt, dance 
belt, 
particolor 
tights 

blue/black 
doublet w/ 
gold sleeves 

black canvas 
boots, black 
belt 
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BRANDEN AUGUSTINE - GUARD/SERVANT 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1   T-shirt, black 
tights 

knitted "mail" 
shirt, black 
and yellow 
tabard,  

knitted "mail" 
hood, black 
belt, leather 
gloves, metal 
guantlets, 
black boots 
w/ buckles,  
helmet 

 

1 5 FULL 
CHANGE 

tank top, 
black tights 

Blue shirt, 
leather apron 

black boots 
w/ buckles, 
distressed 
coif 

 

Remainder of 
Show 

FULL 
CHANGE 

T-shirt, black 
tights 

knitted "mail" 
shirt, black 
and yellow 
tabard,  

knitted "mail" 
hood, black 
belt, leather 
gloves, metal 
guantlets, 
black boots 
w/ buckles,  
helmet 
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IAN CONNITO - ABRAM/APOTHECARY/ENSEMBLE 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1   white t-shirt, 
black socks 

white shirt, 
brown pants, 
rust doublet 

black laceup 
boots, sword 
belt, gloves 

 

1 4-5 

REMOVE 
gloves, 
ADD mask, 
tabard 

white t-shirt, 
black socks 

white shirt, 
brown pants, 
rust doublet 

black laceup 
boots, sword 
belt, gloves, 
"lion" mask 

 

3 1 

REMOVE 
mask, 
tabard, 
ADD 
gloves 

white t-shirt, 
black socks 

white shirt, 
brown pants, 
rust doublet, 
brown cape 

black laceup 
boots, sword 
belt, gloves 

  

5 1 FULL 
CHANGE 

White t-shirt, 
black socks 

blue grey 
gown, grey 
robe, brown 
pants 

black laceup 
boots, brown 
hood, belt w/ 
"stuff" 

 

5 3 FULL 
CHANGE 

white t-shirt, 
black socks 

white shirt, 
brown pants, 
rust doublet, 
brown 
hooded cloak 

black laceup 
boots   
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JB DOLAN - PARIS 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1   
t-shirt, dance 
belt, blue 
tights 

seafoam 
green 
doublet, 
brown cape 

navy ballet 
shoes, giant 
green hat, 
brown and 
gold sword 
belt, brown 
gloves 

  

1 2 REMOVE 
gloves 

t-shirt, dance 
belt, blue 
tights 

seafoam 
green 
doublet, 
brown cape 

navy ballet 
shoes, brown 
and gold 
sword belt, 
giant green 
hat,  

 

1 5 

REMOVE 
hat, cape, 
sword frog, 
ADD mask 

t-shirt, dance 
belt, blue 
tights 

seafoam 
green doublet 

navy ballet 
shoes, brown 
and gold belt, 
grey "swan" 
mask 

 

Acts 3 & 4 

REMOVE 
mask, ADD 
hat, cape, 
sword frog 

t-shirt, dance 
belt, blue 
tights 

seafoam 
green 
doublet, 
brown cape 

navy ballet 
shoes, giant 
green hat, 
brown and 
gold sword 
belt 

  

5 3 

REMOVE 
hat and 
cape, ADD 
gloves 

t-shirt, dance 
belt, blue 
tights 

seafoam 
green doublet 

navy ballet 
shoes, brown 
and gold 
sword belt, 
brown gloves 
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WILLIAM HORNBY - GUARD/SERVANT 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1   T-shirt, black 
tights 

knitted "mail" 
shirt, black 
and yellow 
tabard,  

knitted "mail" 
hood, black 
belt, leather 
gloves, metal 
guantlets, 
black boots 
w/ buckles,  
helmet 

 

1 5 FULL 
CHANGE 

tank top, 
black tights 

Blue shirt, 
leather apron 

black boots 
w/ buckles, 
distressed 
coif 

 

Remainder of 
Show 

FULL 
CHANGE 

T-shirt, black 
tights 

knitted "mail" 
shirt, black 
and yellow 
tabard,  

knitted "mail" 
hood, black 
belt, leather 
gloves, metal 
guantlets, 
black boots 
w/ buckles,  
helmet 
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JUSPIN JONES - LORD MONTAGUE 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

ALL ALL   
white t-shirt, 
black tall 
socks 

red velvet 
gown, gold 
and burgundy 
robe 

burgundy 
velvet hat, 
brown and 
gold belt, 
brown shoes 
w/ gold 
button, rings 
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TARIQ KANU - CHORUS/PRINCE 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 Prologue   t-shirt, cream 
tall socks camel gown 

tan jazz shoes, 
plain brown 
belt 

 

1 1   t-shirt, cream 
tall socks 

camel gown, 
gold tabard, 
gold cape w/ 
ermine collar 

tan jazz shoes, 
gold fancy 
belt, white fur 
hat 

 

2 1   t-shirt, cream 
tall socks camel gown 

tan jazz shoes, 
plain brown 
belt 

  

Remainder of 
Show   t-shirt, cream 

tall socks 

camel gown, 
gold tabard, 
gold cape w/ 
ermine collar 

tan jazz shoes, 
gold fancy 
belt, white fur 
hat 
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JOEY MAGGIO - LORD CAPULET 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1-2   
white t-shirt, 
black tall 
socks 

blue and 
copper gown, 
blue/black 
robe 

black belt w/ 
gold, navy jazz 
shoes, navy 
cap w/ gold 
trim, rings 

 

1 5 
REMOVE 
hat, ADD 
mask 

white t-shirt, 
black tall 
socks 

blue and 
copper gown, 
blue/black 
robe 

black belt w/ 
gold, navy jazz 
shoes, rings, 
copper 
"Pantalone" 
mask 

  

3 1-5 
REMOVE 
mask, 
ADD hat 

white t-shirt, 
black tall 
socks 

blue and 
copper gown, 
blue/black 
robe 

black belt w/ 
gold, navy jazz 
shoes, navy 
cap w/ gold 
trim, rings 

  

4 2-5 REMOVE 
robe, hat 

white t-shirt, 
black tall 
socks 

blue and 
copper gown 

black belt w/ 
gold, navy jazz 
shoes, rings 

  

5 3 ADD 
robe, hat 

white t-shirt, 
black tall 
socks 

blue and 
copper gown, 
blue/black 
robe 

black belt w/ 
gold, navy jazz 
shoes, navy 
cap w/ gold 
trim, rings 
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JOSE MANGUAL - MERCUTIO 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 4-5   

tank top, 
dance belt, 
particolor 
tights 

linen shirt, 
green velvet 
doublet 

brown boots, 
black belt w/ 
gold trim, 
"fox" mask 

 

2 1-4 REMOVE 
mask 

tank top, 
dance belt, 
particolor 
tights 

linen shirt, 
green velvet 
doublet 

brown boots, 
black belt w/ 
gold trim 

 

3 1 

ADD 
gloves and 
sword 
frog 

tank top, 
dance belt, 
particolor 
tights 

linen shirt, 
green velvet 
doublet 

brown boots, 
black belt w/ 
gold trim and 
brown sword 
frog, brown 
gloves 
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RYAN MICKLES - SAMSON/PETER/ENSEMBLE 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1   white t-shirt, 
black socks 

blue and 
white shirt, 
brown pants 

short brown 
boots, sword 
belt, gloves 

 

1 5 

REMOVE 
gloves, 
ADD 
mask 
during 
scene 

white t-shirt, 
black socks 

blue and 
white shirt, 
brown pants 

short brown 
boots, sword 
belt 

  

2 4-5 REMOVE 
mask 

white t-shirt, 
black socks 

blue and 
white shirt, 
brown pants 

short brown 
boots, sword 
belt 

  

3 1 ADD 
gloves 

white t-shirt, 
black socks 

blue and 
white shirt, 
brown pants 

short brown 
boots, sword 
belt, gloves 

  

4 5 REMOVE 
gloves 

white t-shirt, 
black socks 

blue and 
white shirt, 
brown pants 

short brown 
boots, sword 
belt 

  

5 3 

ADD 
brown 
hooded 
cloak 

white t-shirt, 
black socks 

blue and 
white shirt, 
brown pants, 
brown 
hooded cloak 

short brown 
boots, sword 
belt, gloves 
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JAKE SNIVELY - GREGORY/OLD CAPULET/ENSEMBLE 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1   white t-shirt, 
black socks 

blue and 
black tunic, 
brown pants 

black tall 
boots, sword 
belt, gloves 

 

1 5 

REMOVE 
sword 
belt, 
gloves, 
ADD grey 
robe, 
mask 

white t-shirt, 
black socks 

blue and 
black tunic, 
brown pants, 
grey 
velveteen 
robe 

black boots w/ 
ties, silver 
"bauta" mask 

 

3 1 

REMOVE 
grey robe, 
mask, 
ADD 
sword 
belt, 
gloves 

white t-shirt, 
black socks 

blue and 
black tunic, 
brown pants 

black tall 
boots, sword 
belt, gloves 

  

4 5-Apr 

REMOVE 
sword 
belt, 
gloves, 
ADD 
liripipe 

white t-shirt, 
black socks 

blue and 
black tunic, 
brown pants 

black tall 
boots, liripipe 
hood 

 

5 3 

REMOVE 
liripipe, 
ADD 
brown 
hooded 
cloak 

white t-shirt, 
black socks 

blue and 
black tunic, 
brown pants, 
brown 
hooded cloak 

black tall boots   
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ALEX VRINCEANU - BALTHASAR 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1   
white t-
shirt, grey 
tights 

Burgundy 
Doublet, gold 
and red 
patterned tabard 

tall brown 
boots, sword 
belt, gloves 

 

1 4-5 

REMOVE 
gloves, 
ADD 
mask 

white t-
shirt, grey 
tights 

Burgundy 
Doublet, gold 
and red 
patterned tabard 

tall brown 
boots, sword 
belt, mask 

  

3 1 

REMOVE 
mask, 
ADD 
gloves 

white t-
shirt, grey 
tights 

Burgundy 
Doublet, gold 
and red 
patterned tabard 

tall brown 
boots, sword 
belt, gloves 

  

5 1-3 REMOVE 
gloves 

white t-
shirt, grey 
tights 

Burgundy 
Doublet, gold 
and red 
patterned tabard 

tall brown 
boots, sword 
belt 
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KAYLA CLEARY - SERVANT 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

ALL ALL   taupe tights, 
camisole 

peasant 
blouse, 
blue/grey 
skirt, green 
bodice w/ 
navy sleeves, 
dark blue 
apron 

taupe boots 
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CORINNA BRABHAM - LADY MONTAGUE/SISTER JOAN 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1-3 ALL   
tan 
camisole, 
black tights 

purple gown, 
red velvet 
robe 

red velvet flats, 
rings 

 

5 2 FULL 
CHANGE 

tan 
camisole 

Brown gown, 
off-white 
tabard 

sandals, leather 
braid belt, 
rosary (looped 
over belt, 
kerchief tied 
over hair 
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MACY DAVIS - ENSEMBLE 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1   
nude 
camisole, 
white tights 

green dress, 
pink apron 

white ballet 
flats, coif 

 

1 5 FULL 
CHANGE 

tan camisole, 
white tights 

lavender and 
gold 
ballgown 

white ballet 
flats, pearl 
necklace, gold 
and lavender 
mask 

 

4 4-5 FULL 
CHANGE 

nude 
camisole, 
white tights 

green dress, 
pink apron 

white ballet 
flats, liripipe   
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MELISSA FUHR - SISTER LAWRENCE 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

2 3   tan 
camisole 

Brown wool 
gown, brown 
tabard 

sandals, rope 
belt, rosary 
(looped over 
belt), wimple, 
veil, straw hat 

 

Remainder of 
Show 

REMOVE 
hat 

tan 
camisole 

Brown wool 
gown, brown 
tabard 

sandals, rope 
belt, rosary 
(looped over 
belt), wimple, 
veil 
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MARILYN HALL - LADY CAPULET 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1-3   
tan 
camisole, 
black tights 

dark blue 
gown, blue 
sideless gown 
w/ gold trim 

blue ballet 
flats, gold and 
pearl shoulder 
chain, blue 
necklace w/ 
gold gem, 
rings 

 

1 5 ADD mask 
tan 
camisole, 
black tights 

dark blue 
gown, blue 
sideless gown 
w/ gold trim 

blue ballet 
flats, gold and 
pearl shoulder 
chain, blue 
necklace w/ 
gold gem, 
rings, blue and 
gold mask 

 

Remainder of 
Show 

REMOVE 
mask 

tan 
camisole, 
black tights 

dark blue 
gown, blue 
sideless gown 
w/ gold trim 

blue ballet 
flats, gold and 
pearl shoulder 
chain, blue 
necklace w/ 
gold gem, 
rings 
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JULIA HOPKINS - BENVOLIO 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1   
tan camisole, 
burgundy 
tights 

red bodice w/ 
attached 
blouse, red 
skirt tucked up 
to reveal green 
underskirt 

brown 
buckled 
boots, black 
leather cord 
necklace, 
brown belt, 
gloves 

 

1 4-5 

REMOVE 
gloves, 
UNTUCK 
skirt, 
ADD 
mask 

tan camisole, 
burgundy 
tights 

red bodice w/ 
attached 
blouse, red 
skirt w/ 
attached green 
underskirt 

brown 
buckled 
boots, black 
leather cord 
necklace, 
brown belt, 
mask 

  

2 1-4 REMOVE 
mask 

tan camisole, 
burgundy 
tights 

red bodice w/ 
attached 
blouse, red 
skirt w/ 
attached green 
underskirt 

brown 
buckled 
boots, black 
leather cord 
necklace, 
brown belt 

  

3 1 TUCK 
skirt 

tan camisole, 
burgundy 
tights 

red bodice w/ 
attached 
blouse, red 
skirt tucked up 
to reveal green 
underskirt 

brown 
buckled 
boots, black 
leather cord 
necklace, 
brown belt 
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BRIANNA LOPEZ - JULIET 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 3   
bra, leotard, 
white knee-
highs 

blue dress 

cross necklace, 
beige 
rhinestone 
flats 

 

1 5 

REMOVE 
cross 
necklace, 
ADD gold 
dress, 
pearl 
necklace, 
sun mask 

bra, leotard, 
white knee 
highs 

blue dress, 
gold 
overdress 

pearl necklace, 
sun mask, 
beige 
rhinestone 
flats 

 

2 2 

REMOVE 
all but 
undergarm
ents, add 
chemise 

bra, leotard chemise   

 

2 5 

REMOVE 
chemise, 
ADD blue 
dress, 
knee-
highs, 
shoes, 
cross 
necklace 

bra, leotard, 
white knee-
highs  

blue dress 

cross necklace, 
beige 
rhinestone 
flats 
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2 6 ADD cape 
bra, leotard, 
white knee-
highs 

blue dress, 
cape 

cross necklace, 
beige 
rhinestone 
flats 

 

3 2 REMOVE 
cape 

bra, leotard, 
white knee-
highs 

blue dress 

cross necklace, 
beige 
rhinestone 
flats 

  

3 5 

REMOVE 
all but 
undergarm
ents, add 
chemise 

bra, leotard chemise     

4 1-2 

REMOVE 
chemise, 
ADD blue 
dress, 
knee-
highs, 
shoes, 
cape 

bra, leotard, 
white knee-
highs 

blue dress, 
cape 

beige 
rhinestone 
flats 

  

4 3-5 REMOVE 
cape 

bra, leotard, 
white knee-
highs 

blue dress  
beige 
rhinestone 
flats 

  

5 3 

REMOVE 
knee-
highs, 
ADD 
tights, 
pearl 
necklace, 
gold dress 

bra, leotard, 
white tights 

blue dress, 
gold 
overdress 

pearl necklace, 
beige 
rhinestone 
flats 
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SARAH MACKUS - ENSEMBLE 
Ac
t Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1   
tan 
camisole, 
white tights 

teal dress, tan 
apron 

tan ballet flats, 
off-white coif 

 

1 5 FULL 
CHANGE 

tan 
camisole, 
white tights 

periwinkle 
ballgown w/ 
rust sleeves 

tan ballet flats, 
pearl necklace, 
silver "moon" 
mask 

 

3 1 FULL 
CHANGE 

tan 
camisole, 
white tights 

teal dress, tan 
apron 

tan ballet flats, 
off-white coif   

4 4-5 
REMOVE 
coif, ADD 
liripipe 

tan 
camisole, 
white tights 

teal dress, tan 
apron 

tan ballet flats, 
red liripipe   
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CLAIRE SEELIG - ENSEMBLE 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

1 1-3   
tan 
camisole, 
white tights 

white blouse, 
blue dress, 
green apron 

white ballet 
flats, off-white 
coif 

 

1 5 FULL 
CHANGE 

tan 
camisole, 
white tights 

purple and 
bronze 
bodice, 
purple and 
bronze skirt 

white ballet 
flats, pearl 
necklace, gold 
and purple lace 
mask 

 

Remainder of 
Show 

FULL 
CHANGE 

tan 
camisole, 
white tights 

white blouse, 
blue dress, 
green apron 

white ballet 
flats, off-white 
coif 
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PAXTON ZEIS - NURSE 
Act Scene(s) Changes Foundation Clothing Accessories Fitting Photo 

ALL ALL   

tan camisole, 
navy tights, 
muslin 
petticoat 

blue skirt w/ 
attached 
apron, blue 
bodice w/ 
faux blouse, 
brown 
sleeves, 

white shawl, 
white veil, 
blue maryjane 
flats 
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APPENDIX H 

PRODUCTION PHOTOS BY MARK GARVIN 
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