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HAPTER 1

IMPORTAYCE, JUSTIFICATION AND BACKGROUND OF THE PROBLEM

Since YWorld War II, children's theatre has come into
its own as a vital part of the American theatre. Consider-
ing its potentisl role, one wonders why its value was not

recognized sooner., In sn article in The New York Times,

Dan Sullilvsn explsins why children's theatre has had diffi-
culty in establishing s prominent place in the American
theatre., For two months, kr, Sulliven surveyed children's
theatre productions in New York. He found that they are
usuall& inferior in terms of setting, costumes, and script
or script adaptastion, and he reports that leaders in the
field believe that excellence in children's thestre produc-
tions is desirable and necessary if they are to make a sub-
stantial contribution to the theatrical offerings of
America.l One of the most obvious vzlues of children's
theatre 1s that of education. Through the theatre, children
are exposed to exciting new experiences, many of which
would be impossible in their daily lives,.

Sitting in an suditorium, they [childred] can ex-
perience grief without pain, wickedness without

1pan Ssullivan, "Children's Theatre in New York: Some
of It Is Good," The New York Tives, April 10, 1967, p. Ll.




gullt, selfishness, cruelty, and greed without
remorse, Here is an a2cceptable way to try out
behavior patterns forbidden by our culture, but
still lurking ss pert of our animal nature.“

Through his involvement in a drametic event snd through his

identificetion with the characters on stsge, 2 child gains

3

wunderstanding of his own actions and those of others.
Mark Twain explains the educstionsl value of cnild-
ren's theatre to the child when he says:

It is my conviction that the children's theatre
is one of the very, very great inventions of the
twentieth century and that its vast educational
value~-now but dimly perceived and but veguely
understood-~will presently come to be recoinilzed.

It is ruch the most effective teacher of morals
and promoter of good conduct thet the ingenuity
of man has yet devised, for the reason that its
lessons are not taught wearily by book and
dreary homily, but by visible and enthusing
action; and they go straight to the heart, which
is the rightest of right places for them. Book-
morals often get no further than the intellect,
if they even get that far on their spectrel and
shadowy pilgrimege; but when they travel from

a children's theestre they do not stop permsn-
ently 2t that halfway house, but go on home,

The education of children through the theatre can

* 2Jed H. Davis and Kary Jane Larson Watkins, Child-
ren's Theatre (Wew York: Harper #% Row, Publishers, 1960),
p. 17. ®

3Ibid., p. 16.

Witnnifred Jard, Thestre for Children (2nd ed. rev.;
Anchorage, Kentucky: The Children's Theatre Press, 1950),
pp. 33-3L, citing e letter from iark Twain to a teccher,

- published in a Chicago newspaper.




ultimately aid adult theatre. If the children's theatres
throughout the United States will present only superior pro-
ductions, the boys and girls who will be tomorrow's adult
audiences can be led to develop a more discriminating taste
in drams than that had by their parents and grendparents.
In this way, children's thestres can make a distinct contri-
bution to Americen life, Naturally, some theatres will al-
ways cater to inferior tastes, but if children grow up with
an appreclation of fine drema, there will be a greater
demand for superior drema.

If we ere to have a generic theatre in the United

States, it must come through the intelligent edu-

cation of our young people. Just as the drematic

festivals of olden desys, and of some European

countries to-day, have btrought drama into the

daily life of the people, so it must be made 2

vital force in the lives of our boys and girls

if we are to_build sn American thestre which

will endure.”

Any stage production, whether it be children's the-~
atre or adult, 1s a visual as well as an sudible one; conse-
quently, what the audience sees is as important as what it
hears. Histogically, actors have worn costumes to gid them
in thelr portrayal of a character. The character frequently

is seen before he is heard; therefore, the initisl impres-

sion he makes'upon his audience depends largely upon his

S5Ibid., p. 39.



appearance.6 The appearance of the actor 1s obviously
important in his initial confrontstion with the audience,
and throughout the play, the actors' costumes contribute to
the audience's understanding of the characters and the play.
" There are certain functions which a stage costuﬁe
must fulfill iIn order that it achieve the desired effect,
Berneice Prisk offers the following essential functions of a
stage costume: it must (1) "assist in the characterization
of the actor," (2) "individualize the chsracter," and (3)
"facilitate and enhznce the movement of the actor."! A
fourth (4) function is to project well from the stage.

1,' A stage costume must "assist in the characteriza-
tion of the actor."8 Well designed costumes can tell the
gudience many thinzs about a charscter. They can indicate
the cheracter's age, nationality, soclsl status, personal-
ity, and to some degree his 1likes and dislikes., Further-
more, effective costumes can even indicate a character's
psychological relationship to the other characters in the
play. The désigner has tools which ensble him to assist in
the characterization., Various lines and colors have a cer-

tein emotional significence for most people. For example,

bBerneice Prisk, Staze Costume Handbook (New York:
Herper & Row, Publishers, 1966}, p. 1.

7Ibid., p. 2. OBIbid.



curved lines "denote freedom and nonconformity; straight

"9 and

lines suggest rigidity, wnfrierndliness or tension,
diesgonal lines convey instabllity., Colors help charscteri-
zation, too; yellow and red mey sugpgest heat and excitement
vhile the cooler colors, blue =nd green, may dencte tran-
quility, sadness or even doom. The costume designer will
try to cepitelize on the emotionel significance of 1ine and
color to 2id in charscterizastion.

2. A costume rmust "individuslize the charscter,"10
Almost 211 scripts dictate to the directors, actors and de-
signers a particuler period of history in which the play is
set, To the costume designer, this means that the costumes
for a perticular show should reflect the period of time in
which the play takes plece., Haturally, few costume design-
ers would suggest that costumes be strictly correct histor-
ically., Rather, the essential preliminary study of histor-
ical dress is vslusble to. the costume designer as a tool to
be used in creating his own designs which are reflective of
the period as well as suitsble for the particular characters
in the particular play. In her Introduction to Costume on
the Stare, Ludmila Vachtova explains that:

e « o« historicel costume is for the costume

9Davis and Watkins, op. cit., p. 187.

——

10Pr15k, loc. cit.



designer the same kind of material as the
text of the role. It is his tssk to inter-
pret it by all his imaginative power., He

is entitled to 1ift it into snother sphere
in which it would shine as a gem which never
ages, by the new and unexpected intensity of
its cut. He must use the historical costume
as a documentary material which gives him
incentives, stimulating him to individual
expression as to individual attitude,ll

Even the slightest adherence to historical accuracy results
in a certain amount of similarity of style. lany of these
similarities can be counteracted by the choice of color and
fabric which will set each character apart--individualize
him, While it 1is imperative that the costume help the actor
express his individuality, it i1s equelly important that the
costumer remember that each actor is but one member of a
much larger group.

The costumes of one play should all be members

of one family, maintaining their colour scsle

as well as shape cadence. Only then can they

fully sssert themselves as & solo part with

the accompaniment of & suitable combinetion_

of major, minor, snd even disscnant chords,i?
Costumes, then, must indicate to the audience that each
character is an individual member of a family of characters.

3. Costumes must "facilitste and enhance the movement

of the actor."l3 The worksble costume is just that--z cos-

llFrantiske Troster (ed.), Costume on the Stage
(Prague, Czechoslovakia: Artia, 1962), p. iii.

121bid., p. iv. 13Prisk, loc. cit.
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tume that works with the actor, sllowing him to do the phy-
sical things whbich he must do in his portrsyal of a charec-
ter. An effective costume, however, does more than just
allow the actor to move; it aids his movement, moves with
him, and enhsances the visual effect.

b, A costume must project from the stage.lu Everyday
clothes, whether modern or historical, usually will not pro-
ject from the stagze becsuse of the intricacies of design.
Costumes must tell the audience sbout the chsracter. Lvery
important detail of the costume must be bigger and bolder
then 1life to bridge the gep between the stage and the aud-
ience., For examgple, intricste, delicate motifs, even though
they may be perfect for the character, beautiful, end
historically correct, are useless on & stage costume; if the
gudience cennot see them, the motifs cannot possibly tell
the audience anything about the character or the period in
which the play is set.

When costumes function as they should, in terms of
the plasy, actor and sudience, they become an integral part
of the production as well as a visual expression of the emo-

tional pattern of the rlay.

lhThe fourth function of a stzge costume is one which
has been added by the writer. '



If costumes are important in adult drama, they are
equally importent in children's thestre. A child's eppre-
cietion of the drsma, like that of an adult, depends largely
on what he sees, Ccstumes aid a child's enjoyment of the
play by giving him something interesting snd exciting fo
ook at. lFore than that, however, they make obvious certailn
aspects of the play which some children might not glean from
the dislogue end action. While an adult might easily make
connections and delinestions among cheracters in a play
through whst the actors say, a child needs to have the like-
nesses and differences made obvious to him. Like costumes
for adult productions, costumes for children's plays aid the
actor, audience and director in many ways.

Children, delighted as they sre with costumes, are
seldom discriminating concerning those they see; they do not
know what is historicelly correct., The costume designer has
the unique opportunity of educating children to historic
periods, and, at the same time, the costume designer cean
deviete somewhat from historical accurescy in order to make
the costumes sulteble for the specific characters. The line
or silhouette of the historiczl costume is the element that
contributes a sense of period.ls Other factors are more

importent to a child's enjoyment of costume thsn the his-

15Davis end Wetkins, op. cit., p. 185.



torical period. Generally, children respond to-color and
texture more readily than they do to the style of a costume.
Glossy fabrics and prints, as well as striking color combin-
ations heighten the costumes' interest for most childr-gm.l6
Subtle color combinations and sophisticated motifs are
usually unsuitable for children's theatre because they do
not convey meaning for a child. In children's thestre, tlie
texture should be more obvious; the color should be brighter
and bolder, and motifs and prints should be large and color=-
ful in order to communicate to the child sudience. Iin
children's theatre, as in adult theafre,'it ié important for
the costume designer to remember thet the costumes are but

a part of the entire production. The costumes, in their
golety end boldness, should not cagll undue attention to
themselves--they should not shout so loudly that the play-
wright and actor csnnot be heeard.

As soon a2s the actor walks on stage, before he says a
word, the sudience should recognize the character's essen-
tial quality; they should see him as a clear-cut chsracter
who performs e specific function in the story. His rela-
tionship to the other cheracters in the story should also be

clear immediately. Once the characterization has been set,

15Davis and Watkins, op. cit., p. 185,

—

164ard, op. cit., p. 179.
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and relationships established in the audience's mind, it is
usually unwise to disturb it by introducing more costume
changes than are absolutely necessary.17

Davis and Watkins concisely explain the function of
costumes in children's theatre when they say:

Costumes ca2n help children sense the country and
period of time in which the action takes place,

if either consideretion is importent to the under-
stending of the story. They sid the delinestion
of character by enhancing sn ector's stage appesar-
ance, by reflecting his outstending traits, and

by contributing to the effectiveness of his move-
ments, wWhile they should not be merely decorstive,
they supply an element of besuty through rhythmic
line, form, and color projected as emphatic ele-
ments a2gainst a reticent background. Costumes

can help both actor and director to project s
character's symbolic purpcse, his deeper sig-
nificence in the drama, his plsce in the theme,

A well-recognized function of costumes is to

help actors, both younz snd old, feel more like
the charscters they eare portrgying, thus strength-
ening their interpretations.l

Costumes iIn children's theatre, then, function in
much the same way as they do in the adult theatre. The ma-
jor difference is the age of the sudience; the designer of
children's thestre costumes is desizgning for a less exper-
ienced, more naive gudience, His tools for achieving
functional stage costumes ere the same, the difference is

one of emphasis gnd intensity.

17pavis and Watkins, oo. cit., p. 187,

181p14., p. 185.
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STATEMENT O THE PROBLEM

The purpose of the project was to design stage cos-

tumes for the children's play, The lMerry Pranks of Tyll by

Daniel J. Fleischhacker, which wes presented in Albers
Taylor Hell at Kansas State Teachers College, on December
19, 20, and 21, 1967. The desicner attempted to meet the
requirements of costume design within the restrictions im¥
posed by the script, director, and audience, es well as the

limitations of those who actually constructed the costumes.,.
- DEFINITION CF TERMS

"stage costumes" - "Any garment snd their accessories worn
by an actor on stage constitute a stage costume.,"19

"children's pley" - Davis and Watkins define children's
theztre as ". . . a production of a written scriit
which is directed specifically for the child aud-
ience." The sctors may or may not be children. Fre-
quently, the cast includes btoth children and edults £2

"requirements of costume design" - These requirements are
those discussed above, both those suggested by
Bernelce Prisk and tnat which was added by the writer.
They 2re as follows: A stsge costume must (1) assist
in the cherscterization of the actor, (2) individual-
ize the character, (3) enhance the movement of the
actor, and () project from the stage.

"limitstions of accessible materisls™ - The various linita-
tions to the project will be discussed in Chapter Two;

19prisk, op. cit., p. 13.

20Davis_and Watkins, op. cit., p. 18,
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they will include the limitetions of accessible
meteriels., 1Lf en article cannot be located or can-
not be utilized because the cost is prohibitive,
the article will ve considered inaccessible.

HYPOTHES IS

The questions esked in the final evaluation of this
project were necesssrily those relsted to the reguirements
of stage costume design. These are:

1. Were tne costumes an integral pert > the pro-
duction?

2. Vere they a visual expression of the emotionel
pattern of the play?

3. Did they 2id in characterization?
i, Did they individuslize the character?

S. Vere they functional, and did they enhance the
movement of the actor?

6. Did they project from the stagze?

REVIEW CF FRzZVIQUS RESEARCH

A preliminary exsmination of 1) the Juartsrly Journsl

of Speech from 1915 to date, 2) Speech Monographs from 1934

to date, 3) Dissertetion Abstracts from October 1956 to date,

snd i) listings of theses in the William Allen White Library
reveslsd that the costume designs for this particular pro-
duction have not been done as a project thesis or disser-

tation.



13
ORGANITATION OF THx THES.S PROJACT

In order to report the project in this thesis, the
following organization has been used:

Chapter One presents an introduction to the study,
giving the importance, justificetion and background of the
problem, 1solating the problem and providing definitions
gnd questions to be gnswered 1in the evalustion of the
project,

Chapter Two enumerates the vsrlous requirements of
the script and director and discusses the limitetions to
the design, including e consideration of the budget avail-
able for costumes and how and by whom the costumes were
constructed.

Chspter Three describes 1n detall the designer's
solutions to the problems discussed in Chapter Two.

Chapter Four explains the execution of the designs,
including a description of the adjustments made in the
costumes throughout technical rehesrsals and performance.

Chepter Five consists of an evsluastion of the pro-
ject. The basls for evalustion was the results of & ques~
tlonnaire completed by many of the actors and technicians
who worked on the play, as well s written statements of the
director, the setting designer,-and ¥Mr, Forrest A. Newlin,

who wgs the design consultant.



CiiArTet I
DZESIGH REQJIIRVHENTS

Varions regquirements zre imposed by the scrivt and
director un~n the designer of the costumes for any plsay.
Further limitetions to the design, such =s svallable budget,
staff, and time, sre also necessary considerations when
designing stage costumes,

The Merry Prenks of Tyll, being a children's play,

posed unigue problems for the costume designer. In the con-
sideration of costuming children's plays in Chapter One, the
problems relevent to children's thestre were discussed. The

purpose of this chapter 1s to enumerate the demands which

had to be met by the costumes for The ierry Franks of Tyll.

SCRIPT LIMITATICNS

A primary considerstion of the costume designer 1is

that of setting--period and locale, The terry FPranks of

Tyll tskes place in Germany in the Medieval or Gothic peri-
od, 1200-1450, Generally, the people of that period wore
layers of clothing-~germent upon garment. Undergsrments
were relatively fitted, while the overgsrments were loose
and flowing wito full sleeves which fell back to reveal the

fitted slesve of the undergarment. Skirts for both men and
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women were quite long and freguently trziled on the ground
in back.

Typicsl garments of the period were the chemise, s
simple tunic, which was worn by both men and women. Men
wore a close fittinz, short, sometimes sleeved germent
celled variously e pourpoint, corset, doudblet, jupe or cote-
hsrdie. Another popular garment was en ampler one with a
long skirt snd full sleeves c2lled 2 gown, robe, or houppe-
lande. Men a2lso wore a chaperon, a hood fitting the face
and neck with an attsched shoulder cepe and tail. The face
opening was frequently lined or scallored. Iventually, the
tail of the cneperon, the liripipe, became quite long, and
severzl meth>ds of wearling the chaperon became popular,
Frequently, the face op=sning was worn on the crown of the
head with the cape pesrt arranged s a drapery on the side
and the liripipe wrapped around the hesd like a turban,
Hose, much like contemporary tights or long stockings, were
usuelly tied to the doublet with metal tipped thongs or
strings cs2lled points. Among the nobility, pointed shoes
called poulaines or cracows were populer; the points of the
shoes sometimes extended fifteen inches beyond the toes and
were attached to the gnkles with chains,., Soft, calf-length
voots were elso worn for riding, hunting, or traveling.

Soldiers wore chain armor in combination with plate

armer, The body and arms were covered by a shirt of chain
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and tne neck was protected by a chain gorget. OUver toneir
armor, they wore a short, sleeveless gsrment open at the
sides, celled a tsbard., The tabard was often decorated with
the coet of arms of the royal family.

Women wore g corset, or relatively fitted garment

with long sleeves, over the chemise. A fuller gown, some-~
times with full sleeves, wess worn over the corset. One va-
riation of the overgerment wss the sideless gown or sleecve-
less surcote which was cut deeply under the arms. It became
almost a bibk front and bsasck with a full skirt and was
usually trimmed with fur or jewels down the bodice front.
The gown was invarisbly guite long and wes held up in front
and gllowed to tr=il in beck, It usually had a high-waisted
bodice with a deep V neck to the waistline snd revealed.the
corset above the neckline,

Children wore garments very much like those of adults,
Commoners end peasants wore very simple tunics, capes, and
chaperons, Men often wore long brecches which were cross-
gertered from ankle to knee with leg wreppings. both men and
women peasants wore fewer germents than the nobility, snd the
fabrics were coarser and less elaborately decorated and
trimmed.

A wide variety of fabric wss used. The more popular
fabrics were cotton, wool, flannel, crepe, silk, satin, vel-

vet, chiffon, and a variety of furs. The fabrics were gen-
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erally in brillient, jewel-1like tones end were patterned
with flornl motifs and gseometric erran_ .ements. Large, all-
over brocade was populsr, gs were horizontal and diagonsl
stripes. Garment edges were often cut into scellops apd
tabs and then faced witn bright colors. Seams which were
not trimmed with fur were frequently embroidered. Some
sleeves were slashed to permit the passage of the arn.

The costume desi ner uses historicsl inform=tion
about costume to help estsblish a time and locale for the
vrlay, eiding in character individualization and establishing
relationships smong the charescters, .As w2s noted in Chapter
One, tre problem of charascter delineation poses specisl
difficulties in children's thestre. For children, distinc-
tions and relstionships need to be quite obvious, beceuse
children might not glezn the necessary informstion from the
lines of the play.

Relationships among charecters can be estsblished
readily by "grouping" members of a family, charecters of
similer social position, ase, motivetion, or any relsted
people through the use of the elements sf design. In this
way, opposing groups can also be indicated.

One obvious group in The lierry Przrks of Tyll in-

cludes Tyll, his father and ~other. Clas, the fzther, must
be relzted through costume to his wife,‘Setkin, and hils son,

Tyll. The people in the paslace would be related, with
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strong connections belng made between certain members of
"sub-groups" in the palace. The relationship between Nrs.
Bigaround, the cook, end vretchen, the scullery-msid, should
be made clegr; further, since CGretchen sympathizes with Tyll
throughout the play, their relationship should be made ob-
vious. Another group in the pslece consists of the King's
advisers or wise men., Schnabel, the Prime Finister, should
be distinctly sssociated with the Sagze, since they pnlot to-
gether to kidnap Tyll. Their liason with the Alchemist,
Astrologer, end Magicisn is also important to the action of
the pley. Naturaslly, the bond between the Kihg and Queen
is important, as is their relationship with the wise men.
The Ladies-in-Waiting serve the Queen, and the Guards serve
the King. Thelr connection with the royal family should be
made eppesrent. Finally, the four sick people should be
allied through costure,

Once general groupings have been made, the costumer
must consider the essential qualities of each character and

individugslize him--indicate that he is an individual within

the group. Factors which dictate how an individusl char-
acter would be dressed include his age, personality, socisal

vposition, end relationships with other characters. In The

Merry Prenks of Tyll, the sociel position end general per-
sonzlity traits of each character were indicated in the

script, while the ages of the characters were not indicated.
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The following character descriptions are based upon the
director's interpretations of the characters.

Tyll - Tyll, & boy of twelve, wss from a middle class
family. His youthful wisdom and impish personality were
essentisl perts of his totsl charascterizetion. WNeturelly,
his reletionship with his mother and father had to be demon-
strated, as well as his friendship with Gretchen and Mrs.
sigaround., Later in the pley, his connection with the Xing
and queen became important. At the same time, the entagon-
ism of the King's advisers, especially Schnabsl znd the
Sage, agalnst Tyll necessiteted making a cleer distinction
between Tyll end the advisers., Yurther, differences between
Tyll znd the four sick people were important; this posed
speciel difficulties, because Tyll was of approximetely the
same social class as the sick people, and would, in all
likelihood, dress much as they would.

Clas - Clas wes s charcoal-burner sbout thirty-five
years old with a2 serious, gentle disposition. He was the
perfect imasge of husband, father, eand bread-winner. His
very "psternal" feeling for Tyll was indicated throughout
the play; he had to be closely aligned with Tyll, as well as
with Setkin, his wife.

Setkin - Setkin was a simple, motherly woman of

thirty-five. Like her husbend, her parentel characteristics
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were the most important, snd her relationship with Tyll had
to be demonstr:sted through her costume.

Mrs, Bigaround - MMrs., Bigsround, the King's cook,

was a woman of about fifty-five. The fact that she was a
member of the Xing's staff had to be illustrsted. Her good-
natured disapproval of Tyll and Gretchen and their antics
was important to her characterization and the action of the
play.

Gretchen - Gretchen, the palace scullery-maid was a
twelve-year-o0ld girl. Her partnership with Tyll in his
antics end schemes was a necesssary consideration for the
costumer, as was her position in the palace, especially in
terms of her association with lirs. Bigaround.

King - The King wes a tolerant, kind men about forty
years o0ld., His relstionship with his wife and his alliances
with his advisers and servants were essentigl. Further,
his obvious fondness for Tyll necessitated drawing the con-
nection between Tyll and the King.

Auesn - The Queen was an extremely vain woman of ap-
proximately forty yesrs old. while she generally remained
gloof from the ralace staff, certain connectiocns had to be
made between her and members of the court, especially her
husband and the Ladies-in-Weiting. Later, ner association

with Tyll became Important.
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Schnabel - Schnahel, the King's Prime HMinister, was

a men in his sixties., His relationship with a2ll of the
people in the palace had to be demonstrated, especially nis
scheming alliance with the Sage against Tyll.

Sage - The Sage, a conniving old men sbout sixty
years old, plotted with Schnsbel against Tyll; in fect, he
instigated the entire plot. He had to be depicted as an
adviser to the Aing end as Tyll's antagonist.
eabout sixty years old. His costume hed to show that he was
one of the King's advisers, e wezs outsmarted by Tyll, so
his antegbnism and resentment of Tyll had to be esteblished,

Astrologer - The Astrcloger, too, was probably sround

sixty years old. Like the Alchemist, he hsd to be depilcted
as an adviser to the King, but as an enemy of Tyll.

Magicisn - The Magician's costume had to show that
she wss one of the King's advisers. Her animosity for Tyll
also had to be shown.

Cuards - The Guards were young men who served the
King; consequently, their position in the palace had to be
indicsted.

Ladies-in-Waiting - The young ladies served the

Queen; their relationship to her was the only essential one,.
Skinflint - Skinflint, a lower-class old men, feigned

illness in an attempt to get money from the ring, so he had
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to be depicted as the Xing's antagonist. Since Tyll dis-
covered the plot, Skinflint's hostility for Tyll had to be
expressed, His allisnce with the other sick people was
elso important,

Wormwood - Wormwood was snother old person who per-
ticipeted in the plot to get money from the King. She, too,
was a lower-class person whose enmity for Tyll had to be
made evident.

Barnsmell - Bernsmell, a stupid, lower-class young
man was part of the group that came to the palace to get
money from the King. He had to be aiigned with the other

sick people and shown to be Tyll's adversary.

Frsu Grouch - Frazu Grouch was a spiteful, middle-
aged woman. She, too, pretended to be sick in order to get
money and was found out by Tyll.

Generally, the physical movement of the characters
made few demands upon the design of the costumes. For many
of the characters, the costumes merely neesded to fit weli
and allow them to move naturelly. Tyll's costumes, however,
had to allow him the fresdom to turn cartwheels, do somer-
saults, and leapr to tsble tops. Schnebel and Mrs. Bigaround
engaged in some frenzied chases trying to catch Tyll, so
their costumes hsd to allow more than the average amount of
freedom. The Alchemist, Astrologer, and Magicisn moved in

exaggerated dance-like patterns at one point in the play;
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their costumes had to gllow for much sarm movement and long,
sweeping steps. The primary consideretion, in terms of
action, for this particulasr play was enhancing the movement
of the actors, emphasizing, where appropriate, each gesture
snd action,

The only other demsands made of the costume designer
by the script were in the ares of costume chsanges. DMrs,
bBigsround had to change rapidly from a nightgown to a dress,
so her costumes had to be designed to enable her to maske the
chenge easily, when Tyll was made the King's jester, a
jester's hood was fitted on his head by the Ladies-in~
Waifing, on stage. Naturally, the hood had to be desiined

so that it could be fitted rapidly and securely.
REQUIREMENTS OF THE DIRZCTOR

The director made few requirements in terms of cos-
tume design. He asked that the costumes be a little shor-
ter than was historically correct so that ﬁhé actor's move-
ment would not bte hindered and to enhance the comic effect
of their ﬁovements. He especially asked thet the Ladies-
in-Waiting wear shorter gowns, becsuse they constantly
carried hand prgperties and could not hold their long skirts
up in front as did ladies of the period.

Originally, the script hed only one Guard and one

Lady-in-Weaiting, but the director cslled for two of each,
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These additions creatsed no problems except in terms of the
number of costumes which had to be designed and constructed.

The only other problems created by the director

srose from casting. Women were cast to play the Magicilan
and Wormwood which were originally to have besn male roles.
The girl who was cast as lrs. Blgaround was a rather smsll
girl, and Mrs, Bigaround, as the name implies, was supposed
to be a large woman, Naturally, the girl had to be made to

look larger than she actually wes,
PROBL-MS OF CONSTRUCTION

Since the project was to be done jolintly by Kansas
State Teachers College and Roosevelt High School, certain
problems arose in the actuel construction of the costumss.
The designs, fabrics, end flat patterns were furnished by
Kanses State Teachers Collese, and the construction wss dons
by Roosevelt High School students under the supervision of
thelr high school iInstructors, Although'the high school
girls who constructed the costumes were enrolled in sewing
clssses, few of them had had any previous training in
building stasge costumes. The home economics instructor,
likewise, had had no experience with stage costumes. There-
fore, the designs had to be simple enough for the girls to
build; and the number of costumes had to be kept to a mini-

mum, because the girls could only work one hour a day in
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class; the rest of the time they spent wes volunteered after
class, All of the costumes had to be completed in eight
weeks, so construction time was definitely a consideration,

While no specific costume budget wss estsblished for
the ploy, it was necess=ry to keer the amount spent for
fabric within reasonable limits--approximately ten dollars
per costume, Furchasing expensive wool, velvet, snd resl
fur for the costumes would have been out of the question,
so 1t was necessary to substitute other fabrics which would
give the same Impressiocn on stage. Since the local fabric
dealers could supply onl; a limited number of sultable stage
faﬁrics, and those at relatively hizh costs, two trips were
made to Kansas City, where the fabrics were purchased 2zt
wholesale prices. When the time schedule for the comple-
tion of the costumes was arranged, allowance had to be made

Tor the buying trips.



CHAPT:R TIX
SCLUTIOXS TO THE FROBLEMS

The costumes for any pley, if they are to be effec-
tive, rmust be 2 successful solution to the various require-
ments imposed upon the design by the script and director.
Costume problems, such as costume changes, accessibility of
materials, and the personnel svsileble to construct the
ger ents should be anticipsted by the designer in his
initiel plenning and sketching,

The purpose of this chapter 1is to explain how the re-
quirements of the script and director, as well as physical

limitations, wvere met in the costume designs for eacn chsr-

acter in The Merry Pranks of Tyll,

Althougn strict edheresnce to period style 1is 1lmprac-
tical for costuming any stage production, the bssic silhou-
ette of the period must be retsined as nesrly as possible,
As was previously noted, the skirts of the gowns for Ths

Merry Pranks of Tyll had to be shorter than authenticity

dictates to s2llow for free movement.

Generslly, charscter relationships were indicated
through color and fesbric choice. Setkin, Clas gnd Tyll, a
middle~class family, were all dressed in very simile gar-
ments., The fabrics chosen were relatively cosrse, snd the

colors were earth colors--browns and ireens. The family
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was differentiated from the other commoners in the play by
using layers of clothing instead of just one or two simple
garments,

A1l of the people in the palace were related through
the use of red, blue and violet. Mrs., Bigaround and
Gretchen were relszted to each other and to Tyll by msking
their basic garments of green, but their connection with
the King was established by using red, blue and violet for
parts of the costumes. The febrics chosen for tne costumes
were fairly rouzh textures. The King and Queen wore blue
violet end red violet costumes made 6f fabrics which re-
sembled velvet, satin and brocade, and gold was used exten-
sively for trim. Schnabel and the King's advisers wore a
wide variety of colors, with an emphasis on blue, red and
gold. The fabrics were generslly rich, and the costumes
elaborately trimmed. The costumes for the Astrologer, Al-
chemist, Sage an? Magician were characterized by sharp,
angular lines and conflicting diagongls; in this way, they
were made to look slightly sinister. At the same time, the
brilliant colors and bold »rints helped express thelr comic
'cbaracters. The Ladies-in-Waiting and the Guards were re-
lated to the King through the use of pink, yellow e&nd red.
The costumes of the four sick people were extremely simple
garments made of cosrse fabrics primarily in earth colors. .

With these general groupings in mind, the costumes
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were designed to individuslize each charecter within each
group. Neturelly, the amount of movement required of each
character was a2lso teken intc consideration when designing
his costunme.

Tyll - Tyll's costume consisted of a2 simple cher-
treuse green doublet with elbow length sieeves, which re-
vealed long brown fitted sleeves beneath. Attzched to ezach
doublet sleeve were two tippets which were msde of the same
fabric zs the doublet and were lined in gold lurvel., The
scallops et the hem of the doublet were emphasized with gold
lurvel trim, snd the doublet back and front were trimmed
with vertical gold stripes. The doublet was worn with match-
ing chaperon, the hem of which was scslloped and trimmed
with gold lurvel, as was the face opening. Tyll also wore
golden brown tights end brown lesther boots which laced up
the front. The jester's hood which wes later bestowed upon
Tyll was designed to fit over the chaperon. The hood was
made much like & chaperon, with 2 shoulder cape, and two
pointed "asses ears." It wes parti-colored in gold lurvel
and red satin with a scalloped hem and face opening. By
wearing green, Tyll was united with his family and shown to
be a commoner, The particulsr hue chosen wes a little more
sophisticated than pure green, and it was vivid enough to
indicate Tyll's vitality end youth., The use of scéllops wos

intended to help express Tyll's fun-loving nature and effer-
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vescence, and the tippets accentuated his lively movements.
Gold was used to relaste him somewhsat with the King end
Queen, and the addition of the red and gold jester's hood
later in the plsy made the connection even more obvious.

Clss - Cles' costume was composed of several véry
simple germents. He wore & deep burgundy shirt with long
sleeves and long pants made of light brown lurvel. His legs
were cross-gartered from ankle to knee with brown cloth leg
wrappings. Over the shirt and pants, he wore a dark green
mid-tnigh length vest made of suede cloth and laced fronm
waist to neck with a lesther thong. After the prologue to
the first act, a cloak and chaperon witn liripipe were added
to the basic costume to illustrate the fact thet he was
traveling in search of Tyll. The closk and chaperon were
mede of dark brown mottled corduroy; the hem of each was
trimmed with a wide band of dark green to help convey his
simplicity and stability.

Since he opened each act of the plsy, and since his
movement was limited lergely to walking, Clas' costume had
to be very interesting. The colors were, of necessity,
quite subdued to be in kéeping with his cheracter and soclal
position, so the interest in his costume wss achieved pri-
marily through line and texture. For these ressons, his
costume was desisned with a numbeerf simple garments which

were suitable for his a2ze and class, but which heightened
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the interest of his costume,

Setkin -~ Setkin wore 2 very simple belted gown which
was cut much like a long, rether full tunic 2nd made of a
heavy, loosely-woven light chartreuse fabric. The sleeves
of the gown were small houppelande sleeves which revealed a
long brown fitted sleeve bene2th. The front of the gown was
trimmed from neck to hem with one wide verticzl orange
stripe. After the prologue to the first 2ct, a head and
shoulder covering much like a chaperon was added. 1t wss
made of a textured brown and rust colored fabric and was
worn with a green straw hat. The colors helped to establish
her family tie with Cles and Tyll, and the fabric of the
gown, although it was very coarse, had an Interesting tex-

ture which helped to individuslize her,

¥rs, Bigaround - Mrs. Bigaround firét appeared in a
night gown. It 1s likely that people of the period wore
chemises for night clothes, but since chemises are not
especially interesting in terms of color and line, the night
gown was made of white flannel with smell red dots, trimmed
with 2 wide horizontal red flannel band at the hem, around
the shoulders, and 2t the cuffs. The garment‘had a yoke
which was gathered at the neck, and the body'of the gown
was gathered into the yoke. The sleeves were gathered into
the arm's eye at the éhoulder end into a cuff at the wrist.

With the gown, she wore & large matching mobcap.
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Her second costume was made of grey-green cotton with
horizontal white stripes. The neck was scooped quite low to
reveal a pink chemise gt the neckline, The sleeves were set
smoothly into the arm's eye, became very wide st the elbows,
" and then tsepered to fit the wrists. Over the dress she wore
2 pink and orange horizontally striped aéron.

The actress who was cast as Mrs. Bigaround hsd to be
padded at the bust and hips to meke her look larger. Her
costumes, too, were designed to maske her sppear larger. The
nightgown was yoked end trimmed to widen her shoulders, and
the sleeves and skirt were full, The low scooped neckline
of the second costume added widtn to the shoulders, and the
horizontal stripes helped give the impression of heavi-
ness, The apron was also dreped to emphasize fullness &t
the hips. Both costumes were designed to fit loosely and to
2llow her slmost complete freedom of movement.

Gretchen - Gretchen's costume was designed to empha-
size her youth and femininity. Her dress hsd simple, gath-
ered neckline, skirt, and three-quarter length sleeves., It
was made of a soft, loosely-woven cotton fabric which was
grey-green in color. The skirt was well off the floor to
allow for movement and to suzgest youthfulness., Over the
dress Gretchen wore a multicolored vest which was printed to
resemble patchwork and a pele green percale apron trimmed at

the hem with a wide horizontal yellow stripe. ©n her heead
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she wore a yellow ker.hief whicn matched the apron trim.
shite tights and ballet slippers comcleted the costume.,

Green was chosen for her costume to zlign her with
Tyll and irs. Bigaround, but the use of some red, blue and
violet in the vest also helped to indicste that she beionged
in the palace.

King - The King's night wear wes a simple robe made
of hesvy cotton printed primerily in blue and blue-violet to
resemble tapvestry. The large houppelande sleeves were lined
with gold lurvel, a2nd the larze collar matched the sleeve
lining. *%is stylized night cap was msde of blue-violet
velvet and was attached to a large gold jewelled crown.

With the rote he wore purple shoes.

Later, the King wore a gown mede of blue-violet wide
wale corduroy. white fur trimmed the hem of the gown and
cuffed the large begpipe sleeves. OUver the gown he wore a
fur capelet with 2 small round collar which revesled the
mandarin collar of the gown. His hesddress consisted of a
high crowned blegck lurvel hat with g rolled brim and a long
tab which hung over the shoulder, encircled by a large
jeweled gold crown. The robe was belted by a black fsbric
belt with a8 gold chain 1ooéed on it.

For his state robes, a long purple corduroy train was

attached to the robe under the capélet.
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queen - The Queen's first costume had to be elaborate
and severe to illustrate her vanity and haughtiness. The
empire-wegisted saztin overdress had s large collar and long,
pointed sleeves. The gown was trimmed with vertical stripes
of turquoise lsce extending from the wzist to the hem.of her
skirt which treiled on the floor in back. The skirt of the
gown was open in the front from the waist to the hem to
reveal the striped turquoise snd violet satin undergerment,
The undergsrment was glso seen at the low cut neckline of
the gown. With the gown the 2ueen wore s large gold crown
with layers of lavendar dotted swiss casczding over her
shoulderé from the crown.

Her second costume was less severe than the first to
indicate the change in her character., It consisted of a
turquoise and red violet brocaded corset with long fitted
sleeves trimmed with white fur cloth. OUver the corset she
wore a red violet velveteen sideless gown trimmed with white
fur cloth et the neckline and ground the arm openings., A
simple gold crown completed her costume.

Schngbel - Schrable first appeared in a long-sleeved
red flannel night shirt with 2 longz tail trailing on the
floor in back. The short tail in front allowed him to move
about freely, while the long tail in back emphasized his
movement, The hems of the night shirt and sleeves were

trimmed with gold and white dotted cotton, and the same
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fabric lined the tail in back. His long night casp matched
the night shirt, and he also wore g0ld tizghts with turguoise
shoes.

Schnebel's stete robe was a gown made of burzundy
wide wale corduroy trimmed in burgundy and metallic gold
printed cotton around the hem of the gown end up the front
opening to the knees. The same trim wss also used for the
large collar., A yellow satin shirt with long sleeves and a
manderin collar showed at the neckline and sleeves of the
gown, With the gown he wore turquoise shoes and a tur-
quoise corduroy nszt. In both of his costumes, sn attempt
was made'to express his comedic charecter. This effect was
schieved largely through exsgcerstion of parts of the cos-
tume.,

Sage - The Sage wore a belted gown made of cotton
printed in vivid orsnge, gold, and black. The long sleeves
and the nem of the gown were trimmed with long gold felt
tabs., OUver the gown he wore a black velour semi-circular
cape. His orange shoes metched the orange in his gown, and
he wore a black felt hat.

The Sage needed to look more villainous than the rest
of the edvisers, out it was also essential that the comedic
sspects of his character be expressed. The bright orange
and gold of his costume helped to counteract his black

villain's cape.
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Alchemist ~ The Alchemist's costume included two
bésic garments. The undergarment was a simply cut gown made
of blue corduroy with long fitted sleeves and & large,
stend-up collar. The hem of the gown and tleeves were
trimmed with the muted gold and orenge printed cotton used
for the overgsrment. The overgarment hed a deep V neckline
trimmed with g stuffed roll of oraenge felt. The same felt
was used for the dagged houppelande sleeves and matching
liripipe hood. Orange shoes were worn with the costume.

Astrolozer - The gown for the Astrologer wass de-

signed to si~ulste two separate garments. The red flonnel
"undergarment” hed a full skirt and long fitted sleeves.
Over the flennel gown he wore a gown made of textured blue
hopsacking which had sleeves which were full enough to re-
veal the red flennel sleeves benesth. The overgarment
stopped at the knee to reveal the siirt of the undergarment.
A shoulder cape with a mandarin collar was made of the same
red flannel as the undergarment. Trie herm of ths capa, full
sleeves and skirt of the overgarment were gll cut into
points, and a silver star hung from each point., Blue shoes
and a brimless blue sugarloaf hat completed the costume,
Magician - The Maglclan's costume wes 2lso designed
to look like two separate garments., Her gown had pointed
houppeland éleeves and was slit from waist to floor to

revesl 2 zold lurvel "undergarment”. The ~own wes made of
& [ oz



36

dark green cotton printed with a large gold and red paisley
design. The red in the print was repested in the sleeve
lining and in the drapery which fell from the point of her
bent hennin headdress. A gold lurvel cape cowled in the
front hung strzigzht down in the back almost to the floor.

The gown was belted at the waist with e narrow brown tie.

Ladies-in-%Waiting - The first Lady-in-Waiting wore a
pele pink and yellow trocaded gown with a fitted bodice, a
gored skirt, and longz fitted sleeves. The scooped neckline
of the gown and bodice front was trimmed with pale pink
satin, Pink setin tippets were azttached to the sleeve and
extended to the floor., The same pink satin was revezled at
the uneven hemline of the gown and was used for the fillet
she wore eground her head. The second Lady-in-Waiting wore
a gown of identical style, but, for veriety, the colors used
were brizht pink snd yellow.

Guards - The guards wore identicsl costumes which
consisted of chain mail gorgets, shirts, and tights over
which they wore parti-color=d tasbards mede of red satin and
black and white di=zmond printed polished cotton, Gold braid
trimmed the tabsrds. |

Skinflint - Skinflint's costume was a simple, short,
belted tunic mede of textufed brown cotton and trimmed in

loosely woven llght chartreuse cotton. He also wore brown
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tights end shoes and a tell, brimmed sugserlosf hat made of
green strawv,

Skinflint, 2s the name implies, was supposed to be &
tall, skinny person. This elffect wes achieved by exposing
his legs under the short tunic and by giving him a tell hat.

Wormwood - Wormwood's simple long-sleeved gown was
made of dark green denim with rusty brown stripes. Ier rust
colored vest wes burlap, and she wore an ochre homespun cot-
ton apron and gorget. Her straw hat matched her vest,

Barnsmell - barnsmell wore brown flannel pants with
leg wrappings, a yellow and red polka-dot cotton long-
sleeved shirt and a sleeveless derk green burlap overskirt
belted at the weist and trimmed st the hem and neckline with
peach colored cotton., His large hat wes mede of strawf

Freu Grouch - Frsu Grouch's derk blue and green

printed gown was made of cotton; over it she wore a navy
blue skirt made of a rough-textured cotton. The hem of the
overskirt was lifted at the sides and tucked into the waist-
band creating a2 cowl effect in front and back., Her head snd
shoulders were covered with a bright yellow cotton shawl.
Through the color asnd texture of the fabrics chosen
and through the line of the gsrments, each chazracter wss
presented as an individual, as well as a member of a speci-

fic group in the play.



CnAPTsR IV
EXECUTION OF THE D_SIGNS

Once the costume designs are completed, the problem
of how to construct them must be considered. Flat patterns
must be drawn and the garments cut, assembled, and fitted.
Since Roosevelt High School students constructed tre cos-

tumes for The Merry Franks of Tyll, the flat patterns were

as slmple as possible and self-explanatory, and great care
was taken to see thst no intricste detszil would create un-
necessary problems for the inexperienced sezmstresses. Bach
of the patterns wss drewn to the messurements of the actor
who would wesr the finished gsrnent, and each pattern pilece
was clesrly latelled with informetion concerning the cutting
and assembling of the gsrment. The patterns were delivered
with the water color renderings and fabrics to Roosevelt
High Schonol, where the designer spoke with the students and
thelr supervisor about msking the costumes. The designer
was also avaeilable for‘consultation every afterncon during
the time the costumes were belng constructed. The flat pat-

tern designs for The Merry Pranks of Tyll have been reduced

to a scale of one sixteenth of a2n inch eguals one inch and
Iincluded in the appsndix to this thesis,
After the costumes were assembled, they were returned

to Kansas State Teachers College to be fitted to the actors.
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Finsl corrections and adjustments were made, and some trim
was added et that time, Some errors had been made in con-
struction, and they were easily remedied. A few other ad-
justments, such as putting the eyelets in Gretchen's vest
for lacing, draping the overskirt of Frau Grouch's costume,
snd lining the houppelande sleeves of Setkin's dress, were
also made in the College Theatre.

The shoes, hats and jewelry were either taken from
the costume stock in the College Theatre and rennovated, or
built in the costume shop at the college. Parts of sore
costumes, such as the King's shoulder cape, the chain mail
for the guards, and tights, were taken from the college
costume stock., The tights were dyed the desired color,.
Other gsrments, such es the guard's tabards, the Sage's
cape,. both of the King's costumes, and Schnabel's night
shirt end night cap, were built in their entirity in the
Collegze Theatre because of the limitation in the number of
high school personnel.

When the costumes had been fitted and finished, they
were taken to Albert Taylor Hall where the pley was to be
performed and placed in the dressing rooms for technical re=-
hearsals., During technical rehearsals, two costume adjust-
ments were mede., The fastener of Tyll's jester hood was
changed from a hook and eye to e velcro strip to facilitate

fastening it on stage, 2nd a larger mobcap was made for
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Mrs. Bigaround, because the first one wzs too small to wear
with her exasggerated hair-do, Throughout technical rehear-
sals and the performance, the tizhts were weshed daily and
re-dyed when necessary, and the guard's chain mail was
repaired frequently. |

The dey followingz the final perfofmance of the play,
the costumes were returned to tﬁe College Theatre, where

they were lsundered, if necessery, and filed in the costume

storage ares for future use,



BYVATTATION OF THE PROJ=CT

In order to determine whether or not this project
was successful, it is necessary to evaluste it in terms of
the guesticns posed in tne hypothesis., 1In this chapter
such an eveluation is made, and the results of the gques-
tionnaires which were meiled to all actors and some aud-
ience members, as well es the comments of the settins de-
signer, director, and design consultant, are reported.

As discussed in Chspter Cne, a stage costume must
meet several requirements if 1t is to be effective. 1t
mist (1) sssist in the characterization of the actor, (2)
individuelize the character, (3) facilitate and enhsnce the
movement of the actor, and (lj) prroject from the stage. When
costumes function as they should in terms of these four re-
quirements, they will also be an integrel part of the pro-
duction 2nd a visual expression of the emotionsl nattern of
the play. |

In an attempt to meet the regquirements of stage cos-
tume design, the designer first indicated through costume
the period in which the play was set, By dressing the act-
ors in costumes reflective of the period, such as the gown,
doubl=t, chaperon, and corset, the time of the action was

established. Strict adherence to period costume wes not
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practical for the stage, because suthentic period dress
would not project as it should. The basic silhouette of the
period was retained as far as possible, but the costumes
were made "stege-worthy" through the use of large, bold
prints and motifs, brilliant colors, unsophisticated color
combinetions, and exe:gerated trimmings.

Family, status, and interest groups were indiceted
through line, color, and texture, TFor example, simple gar-
ments mede of coarse fabrics in earth colors were used for
commoners., The King snd Queen and their court were dressed
in elaborate garments of richer fabrics in sophisticated
colors. 'Their garments were rich, but the King and Queen
could have been even more ornately dressed in order to set
them above the other members of the court and indicaéeytheir
superior rank, Curved lines were used to indicats the =v-
tremely lively or comedic neture of some of the characters,
such as Schnabel, Tyll, end ¥rs, Bigeround; horizontal lines
helped to show the class of the commoners, end the costumes
of the King's advisers were all cheracterized by conflicting
diagonal lines to indicate their instability snd, to a cer-
tain extent, their wickedness. WNaturally, since thilis was @
children's play, none of these chéracters was depicted as
extremely wicked, but their essential charscteristics were

¥

revealed in contrsst to the "good" people.

Equally importsnt was the fact that each character
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was not merely a member of a group, tut was an individuszl

with vnique tralts and characteristics. The essential
traits of each cherscter were reflected in his costume de-
sign. Ferhaps the most obvious example of this may be il-
lustrsted by Tyll's costume. Tyll's relationship with his
middle-cless father and mother was indicated through the
color, texture, and line of his costume. His short, char-
treuse green doublet helped to show that he was a youthful,
energetic person, while the use of curved lines revegled his
fun-loving nature.

411 of the costumes were designed to 2llow the actors
tovdo what was required of them by the script end director.
Further, the costumes were designed to enhance their move-
ment. For example, large, flowing sleeves, tippets, and
applied decoretion were frequently exazgerated and desizned

to move independently as the actors moved. These included

"gimmicks," such as the teil on Schnsbel's night shirt and

the sleeves on hls robe,

The costumes for The Merry Pranks of Tyll met the re-

quirements of stage costume desizn a2nd were successful. They
assisted in the actors!' charscterizations, individuslized

the charscters, facilitated and enhanced the movement of the
actors, and projected well from the stage. Tﬁerefore, they
were an integral pert of the production and helped to fe-

veal that the pley was a comedy set in Zurope in the medieval
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period,

The questionnaires found in Appendix C were sent to
all of the actors in the play and to selected adult sudience
members. The return was not complete, but the questionnaire
was useful to the designer iﬂ making an evsluation. éome of
the questions essentisl to the evaluation of the practical-
ity of the costumes could best be answered by the people who
actually wore them,

Most of the actors indicated thet thelir costumes
were appropriate for the chsracters they played, allowed
them the freedom of movement necessary far their roles, and
alded in the development of their characters. Several of
them commented that they had some difficulty adjusting to
the long skirts and sleeves which were essential to the per-
iod., The consensus was thst by the time the actors began to
rehearse in their costumes, they had established their char-
acterizations, so the costumes gided characterization only
in that they geve the actors a feeling of the setting of the

play and complemented their characterizations. There were

only two adverse comments made by the actors:

1. The girl who played Wormwood had to click her
heels in mid-air, and she felt that the skirt should have
been s 1itfle fuller to allow her to do that action more
eésily; |

2. One of the guards complained of some difficulty
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with his chain mail tigphts; the side seams freguently ripped
out in scme place., The problem could have been alleviated
by stitching & strip of seam tape into the seams to give
them additionsl strength.

The sudience members who were questioned believed
that the costumes were (1) en integral part of the produc-
tion, (2) 2n aid to understanding the characters and their
relationships, (3) appropriste for the characters, (L) de-
signed to enhance the movement of the actors, (5) designed
to project well from the stage, and (6) colorful and inter-
esting without calling undue attention to themselves. Gen-
erally, the comments indicated thst the costumes were excit-
ing and appropriate, especially for a children's theatre
production., There were three adverse comments made by
certain audience members:

1. One grade school teacher cormmented that the cos-
tumes of the King and Jueen should have been more elaborate.
This could have been accomplished by adding colorful trim-
mings and jewelry to the costumes.

2. In response to question six, perteining to the
costumes not calling attention to themselves, one audience
member commented that Mrs. Bigaround's night gown was too
bright and cslled more attenticn to itself than was desir-

able. Ferhaps the gown should have been made of something

other than white, ar the red dots should have been larzer to
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break up the large expanse of white,

3. The costume of the Astrolozer was criticized by
one audience member as being "overbearing." He did not
elaborate, but the designer assumed that he had reference to
the shiny silver stars which were sewn to the costume: if
this was the case, verhaps the number or intensity of the
stars should have been decreased,

The director, setting designer, and design consultant
each wrote comments about the costumes, Their remarks are

included below.

Dr., fenneth Joneg, Director

The visual excitement of a theatre experience
is of particuler importznce to an audience of
children, The appropriaste era of long ago and
far saway was effectively evoked through the
costumes for The Merry Prenks of Tyll. The
garments, individuslly and in ensemble, provided
begutiful reinforcement for the characterizations
and their interrelationship. The comic values
in the script were underscored through line,
color, and texture.

The wide veriety of unusual headpieces gided in
establishing occupation and when in motion they
evoked substential mirth.

Other sources of movement interest were found
in the followling: cowns, capes, trains, and
sleeves. Characters such as the Magicien, the
Astrologer, and the Alchemist utilized their
costumes especially well, not only in their
stage business but throush entrances and exits,
The grand sweeps of the King and Queen were
greatly facilitsted through their robes. Chases
involving Mrs, Bigaround, Tyll, and Schnabel
gained a zood deal through the flow of their
garments,

Trim, belts, chains of office, purses, aprons,
and leg wrappings nicely heightened the arpeal
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of the color schemes,

The desirner's use of rich febrics end taste-
ful colors on people of lower statlions enabled
all to pley their psrt either when the center
of focus or while resctinz to others.

Rehearsal apparel was available esrly enough
for players to get accustonmed to unfamiliar
movement patterns. The excitenient engendered
by the prozress of the costumes in construction
and 1n dress rehearsals sesrmed Lo aid some
actors substantially. '

The designer worked closely with the director
in establishing the tasic demande of the char-
acters snd employed her crestivity effectively
to evolve the designs,

Karl C. kruder, Setting Designer

Mrs. Kemmerling and I met twice to discuss
formally the relationship between the costumes
end the set for The lMerry Pranks of Tyll. At
the first conference, we discussed two ele-
ments of the setting thst would have a strong
Influence on her costume plans; the style of
the set and its color scheme, With this deta
she proceeded independently with her sketches,
We met a second time when she had finished the
designs for the costumes and hed accurulsted
most of the fabrics for them. I visited the
costume room informally several times during
the construction period to ses the clothes at
their various steges of development. All the
costumes were thoroughly appropriate and well
coordinated with the set in style and color.

Forrest 4., Newlin, Desion Consultant

The costuming of the Kansas State Teachers
College production of The MHerry Prznks of Tyll
was an exciting and artistic effort. sach
costume was a pure delight, The exciting use
of color, the exagseration of shape, and the
boldness of line were elements that gave them
great style and meaning, Fror this children's
show only these costumes of a very theatrical
nature would have been appropriate to support
the comic gntics of the characters. In additlon
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to thelr colorful asnd exaggerated style, each
costume riade a bold statement thsast had mean-
Ing for its young sudience. In viewing the
production there was never any question as to
who was the villain or who was the hero.
Character alignments were clearly reveszled to
aid the understanding of the story. The cos-
tumes were virtually caricatures of esch role
and contributed greatly to the effectiveness
of the production. In combinstion with the
stylized and sugzestive setting the costumes
presented a delightful and enchanting stage
plcture, It was never a static stage picture,
however, as the costumes 1n many cases came to
life with the movements of the actors.
Schnabel's night gown added much to his crar-
acter and the daengling stars szbout the tail of
the Astrologer's gown made him look even more
ridiculous when he began to move. The small
red scarf atop the lagiclan's hennin bobbed

up and down with her every movement, lending
much to the comic presentation.

Appropriate accessories completed each
design; hats, shoes, and jewelry in all cases
were an integral part of the costume. Only
iIn the case of the Aing and Queen would
more extensive and elaborate decoration in
the way of jewelry and trimming have been
appropriete, The decoration used on these
two costumes sesmed perheps too subtle to be
in 1line with the exaggzeration present in the
other costures.

Without question, the costumes were a well
designed and cohesive unit that contributed
much to the success of the theatrical presen-
tation,

The comments of the actors, audience members, direc=~
tor, setting designer snd design consultant all indicate

the success of the costume designs for The Merry Pranks of

Tyll. The costumes were functional for the sctors, enhanced
their movement, and alded in characterization. They helped

the audlience to understand the characters g2nd their rela-
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tionships. They were interesting in terms of line, color,
and texture, and they projected well from the stage. The
costumes were coordinated with the setting and helped to
establish the mood of the plsy. For these reasons, the

project desigzn of the costumes for The kMerry Pranks of Tyll

was successful,
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Waist + . .
Neck . . .
Qutsleeve .
Insleeve., . .
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Neck to waist . .
Neck to knee. . .
Neck to ankle . .
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AFPENDIX A
PATTERN DESIGNS

es contain flat patterns for the

ed in The Merry FPranks of Tyll,

geared to the measurements for the
size twelve and the man's size
been made in the flat pattern for
used throughout is 1/16 inch equals

meagsurements were used in each

Women

Lov Bust. . + « . . . . .32"
36" Weist o . . . . . . 25"
154" Hips. « o ¢« . .+ . . 34"
3" Under bust. . . . . .28"
2" Shoulder. . . . . . 16"
10" Shoulder to wrist ., .23"
20" Short sleeve. . . . . 7"
La" Arrpit to waist . . .12"
21" Neck to waist . . . 16"
L7" Neck to aonkle . . 56"
712 Wrist . . . . . . . . 6"
eg"
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Fig. 7
Man's Gown Collsr
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Fig. 9
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Fig. 10

Woman's Falling ¥Whisk Collsr

The Merry Pranks of Tyll
Flat Pattern Desiﬁns
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Fig. 1lla
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Sideless Gown podice Front
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Fig. 14b
Sideless Gown Skirt Front
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Sideless Gown Eack
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- Fig, 1Za
Surcote Skirt Side
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Fig. 15¢
Surcote Skirt Front
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Fig. 15b
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Fig. 17
Dagged Houppelande Slesve

Fig, 16a
Man's Large Houppelande Sleeve]

The Merry Pranks of Tyll
Flet Pattern Designs
Scale: 1/16" = 1




Fig. 18
Liripipe

Fig, 20
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Fig, 22
Chaperon
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Semi-circulsr Cape
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Flat Pattern Desiﬁns
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Fig. 26
Woman's Vest with Peplum
a, Back
b. Front
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Fig. 29
Tippet
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Mig. 31b
Fig. 31
Woman's Laced Vest
a. Front

b. Back
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.Man's Fitted Sleeve

Fig. 34
Man's Slashed Sleeve
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Man's Long Sleeve
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Fig. 37

Woman's Puffed Sleeve

Fig., 36 |
Woman's Modified Houppelende Sleeve
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Fig. la
Clas! Basic Costume

Fig. 1b
Design for
Clas!' Basic Costume




Fig. 2a
Design for
Setkin's Basic Costume

Fig. 2b
Setkin's Basic Costume




Fig. 3a
Tyll's basic Costume

Fig. 3b
Design for Tyll's
Basic Costume
and Jester Hood




Fig. 3¢
Tyll's basic Costune
and Jester Hood




Fig. La
Design for King's
Night Gown

Fig. Lb
King's Night Gown




Fig. Sa
King's State Robes

Fig. 5b
Design for
King's State Robes




Fig. 6a
Design for
Lueen's Night uown

Fig. 6b
Queen's Night Gown




Fig, 7a
Queen's State Robes

Fig. 7b
Design for
Queen's State Robes
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ig. 8a
Design for

Mrs. Bigasround's
Nightgown

Fig. €b
Mrs, Bigaround's Nightgown




Fig. Ya
Mrs. Bigaround's basic Costume

Fig. 9b
Design for
lirs. Bigaround's
Basic Costume




Fig. 10b
Gretchen's DBasic Costume

" Fig. 10a

Design for

Gretchen's
Basic Costume
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Fig. 1lla
Schnebel's Night Shirt

Fig. 11b
Design for
Schnavel's

Night Shirt

82



' Fig., 12b
Schnabel's State Robes

" Fig. 1l2a

Design for
Schnakel's
State Robes
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Fig. 13a
Basic Costume

Sage's

Fig. 13b
Design for
Sage's Easic Costume
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Fig. 1lha

Design for
Alchemist's
Basic Costume

Fig. 1Lb
Alchemist's Basiec Costume




Fig. 1%a
Astrologer's Basic Costure

Fig. 15b
Design for
Astrologer's
Basic Costume
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Fig. 16b
Magician's basic Costume

- Fig. lb6a

Design for

Magicien's
Basic Costume
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Fig. 17a
Ladies-in-waiting basic Costume

Fig. 17b
Desizn for
Ladies-Iin-Walting
Basic Costumne
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Guards'!

Fig. 16b
Basic Costume

"¥Fig. 18a
Design for
Guards' basic Costume
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Fig. 192
Skinflint's Essic Costume

Fig. 19b
Design for
Skinflint's
Basic Costume
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Fig. 20b
Frgu Grouch's Basic Costume
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" Fig. 20a
Design for
Frau Grouch's
Basic Costume




Fig, 21s
Barnsmell's Basic Costume

Fig. 21b

Desizn for

Barnsmell's
Basic Costume



Fig. 22b
Wormwood's Basic Costume

Fig. 22a
Design for
Wormwood's

Basic Costume
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ACTORS ' QUESTICNNAIRE

I am evalusting @ project design of the costumes for The

Merry Pranks of Tyll, the children's pley which was pre-

sented on December 19, 20, 2nd 21 at Kansas State Teachers
Collegze. Your aunswers to the questions below will provide
me with the basis for an evaluation of this project. The.
questions are few and short, and I would appreciate your
teking a few minutes to fill out the questionnaire 2nd

return it in the enclosed snvelope,

Thank you,

Sandra L. Kemmerling
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Please comment on the costumes you wore in terms of the
following gquestions:

1. Was the design of the costume(s) you wore appropriste
for the character you portrsyed? Explain,

2. Did your costume(s) fit well, and did they allow you
the freedom of movement necessary for your role?
Explein.

3. Did the costume(s) you wore 2id in your development of
the character you portrayed? Explsin.



Additional cormments:
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AUDIENCE'S QUESTIONNAIRE

I am evaluating e project design of the costumes for The

Merry Pranks of Tyll, the children's play which was pre-

sented on December 19, 20, and 21 2t Kansass State Teachers
Colleze. Your enswers to the gquestions below will provide
me with the basis for an evaluation of this project. The
questions are few and short, end 1 would apprecizte your
taking & few minutes to fill out the gquestionnasire snd
return it in the enclosed envelope.

. Thank you,

Sandra L. Kemmerling
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Please comment on the costumes you saw on stage in terms of

the following guestions:

1. Were the costumes an integrsl part of the production?
kxplain,

2. Did the costumes aid your understanding of the chearac-
ters In the play snd their relationships to each other?
Explain,

3. Was each costume appropriaste for the individusl actor
who wore it? =rxplain,
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4. Did thrhe costumes enhance the movement of the actors who
wore them? HExpl=in,

5. Did the desizn, fabric, color and detsil of each cos-
‘ ture project well from the stsge? Explain.

6. vere the costumes colorful and Interesting without
calling undue attention to themselves? zxplain,
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Additional comments:



