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ABSTRACT
i ■

Fashion, as an art form, made its first definite statement in 

the late eighteenth century. At this time it was beginning to develop 

into something closely related to man as an individual, expressing his 

personality. At this same time, costume saw its beginnings as an ex

pression of the actor's character, rather than as simply stage decora

tion



CHAPTER I

, HISTORICAL BACKGROUND

To design costumes for a period play the costume designer must 

have, a'thorough under standing and appreciation.of the historical 'hack-' 

-ground of. the period. The cultural and social history.of the period 

can- then be translated into visual terms and applied to costume'design. 

The relationship ..of - political arid economic conditions to literary and 

artistic developments within the period also influence the realization 

of the ■-.costume designs« Biographical knowledge of the playwright is 

. important in order that his ■characterizations be expressed in - the 'vi

sual-,form of costume. The designer must also have an appreciation of 

trie /coMc style as it relates to costume design. All of this .research 

helpsithe designer to understand the play more fully.so that-an. approach 

-.in'design may be decided upon. .

Cultural and. Social Background 

The historical .period of The School for Scandal i s ' the -.last .

•,pu A/urir of the eighteenth' century. During this time, England held a 

.po?i1:;lon'..as a world power, .and was :waging war on two frontal'. - W  the .

!ntut' 'in France; arid across :the Atiantic with her colonies . Aider- 

'■lecv V': At .the same :time ..she was beset with civil disorders, .at- hose. ; 

'Cep'i'ge III - was. oh the throne, .bis, reign,,, was one of* confusion and ' mad- 

tiesjs. He was- often-'found - emhroidering with the ladies of the court, 

playing wistful melodies.on his harpsichord, -or mixing paint with his
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feet. It was obvious to the nation.that the king was no longer fit to

rule, and a long and hitter struggle ensued between the Queen and the" - ' , . - . i 1
Prince of Wales over the Regency of the State« Unrest among the lower■ i . . ■
classes, born of poverty and despondency, was growing. It was at this 

time that the great Industrial Revolution saw its beginnings with the 

invention of the spinning jenny, invented by James Hargreaves between 

1764 and 1767, which made possible the spinning of sixteen or more 
threads by one person. The upper middle class was gathering strength 

during this period; their strict moral code was being felt for the 

first time.

Although it was an era of extremes and excesses, it was also

an age when logic was worshiped as a deity. On the Continent, the

French queen was braiding cows’ tails with ribbons, and the bakers of

Paris were starving. In England the "macaronis" were wearing wigs a 
1foot tall , and the impressed sailors at the Nore, a British naval

. . f
base, were rising in mutiny. This era might be expressed and charac

terized in terms of the three R ’s : "Rococo, Reason, and Romanticism.

Fashion was extravagant to an extreme. Bathing was not a 

daily habit so perfumes made from civit and musk were essential. 

Brighton, Tunbridge Wells, and Bath where Richard ’Beau’ Hash, held 

his mini-court,were the most fashionable gathering places in England. 1

1 "The ’macaronis’ were members of a London.club which flourish
ed in the seventies, part of whose ambition in life was to be ’differ
ent,;' in the pursuit of which laudable intent they wore wigs a foot • 
tall, with extremely small tricorns perched slant-wise atop, bob-tail 
coats sad striped stockings;" in Lucy Barton, Historic Costume for the 
Stage (Boston, 1935), p. 333«

,2Ibjd., p. 332
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There the nobility and the pseudo-gentry came to take the restorative

waters s to titter over the memoirs of Casanova, and to enlarge upon the
3. latest scandalous paragraphings.

■■
The upper-classes lived in a dream world of special privilege, 

and the lower-classes wallowed in sordid squalor from which there was 

no escape„

It was an age when gentility and excessive refinement rubbed 
elbows with the most astonishing coarsenesses of speech, with 

• vulgarities of behavior, and with a cruel and sadistic delight 
in deformities and suffering. The madhouse at Bedlam and the 
gallows upon Tyburn Hill were still the most popular pleasure- 
spots in all London.

There was little justice in a society where highwaymen were the idols 

of young and old. In Paris, children ran naked and starving in the 

streets, while Robespierre was staging a psychodrama starring the no

torious Madame de la Guillotine.

In 1775> the reclamation of Pompeii from the ashes of Vesuvius 

inspired the rebirth of classicism which together with romanticism 

dominated the worlds of furniture, clothing and architecture. Roman

tic, sentimental novels were the rage and suffering was the vogue.

Women wore ribbons streaming in the breezes as they drifted across 

meadows in dreamy reverie. Rousseau, Gainsborough, and Robert Burns 

were the, exponents of the philosophy of the times, that of love of

*Paragraph* was the term which describes the short bits of 
gossijj published in the scandal sheets.

k - f ' • .
Alice Glasgow, Sheridan of Drury Lane (Hew York, 19^0), p, 22,
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nature, flowery "beauty and graceful line. This was an age that "carried
c

to perfection the ’art of doing nothing without "being "bored.’

Money has long been a. cornerstone of civilization for man has
• ■ i ■

always needed a medium of exchange on which to build. From simple 

trading for necessities to high finance and economics, money has.been 

a pivot in all man’s endeavors to create a system for living, and with 

every changing era new and different sets of values develop. Money was 

a nasty word to the fashionable eighteenth century man. In order to 

belong to the fashionable set, one needed money, but one must never 

have worked. A truly fashionable man of the time lived on inherited 

money, but inheritance must have come from a source as remote and far 

removed from his person as possible. One advanced in this society only 

if one had money, and not necessarily by the merit of one’s own talent 

or abilities for these were purchasable commodities. Once a man reached 

a position in society, it took even more money to keep him there. Any

thing, fortunately, could be bought; anything from a box at Drury Lane 

to a seat in the House of Commons, although money itself, the founda

tion of it all, was rarely mentioned even in economic debates on the 

floor of the venerable House itself.

A  man was judged by what he wore and by those he knew and very 

little upon his actual qualities, good or bad. His exterior appear- 1 
ance" counted for much, and scant attention was paid to inner reality.

His money, his wit, and his skillful use of language were far more

^Ibid., p, 28.
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useful In his climb to fame than any virtue he might possess. Sentiment 

was greatly admired, but it did not need to be genuine0 Virtue was im

portant, but only superficially. A man’s word was his bond, but it was
. ;

only a word, as were the tinseled words of love, marriage, and fidelity. 

While marriage was respected as an institution, adultery was a game at 

which the sophisticates played.

This was an age of.artificiality and superficiality,, except with 

the. upper middle class where moral conformity dictated the pattern of 

their activities. The fashionable giants of society dictated the tastes 

modes, and values of the Beau Monde. Virtue was, for all practical pur

poses, meaningless, and evil was candy-coated with a veneer of wit and 

.sophistication.

It was about the world of the Beau Monde, and in its style, 

that Richard Sheridan wrote his most brilliant comedy, The School for 

Scandal.
' ’ ' ' ' . .

Sheridan; Playwright and Politician ’

The eighteenth century, as other periods, had its fads and 

foibles and its own particular brand of comedy and tragedy; but, in 

the end, it added something of permanent value to the theatre--the plays 

of Richard Brinsley Butler Sheridan. Handsome, extravagant, reckless,
. " . O

lovable, and most of all brilliant, he was the outstanding playwright 

of his age. Sheridan was born in Dublin, Ireland, on October 30, 1751, 

of English parents. His father, Thomas Sheridan, a pompous, conceited . 

old actor and teacher of elocution and rhetoric, was the prototype of 

Sir'Anthony Absolute in The Rivals. His mother, Frances Anne .



6
Chamberlaine, was a popular novelist and playwright. Alice Glasgow, a 

twentieth century biographer of Sheridan, says of his lineage; "his 

family line was long and although not particularly distinguished,

nevertheless contained the names of several personages who served as
.,6satisfactory ancestors.

As a young student Sheridan did not distinguish himself. In 

1762, he attended Harrow School, an exclusive institution for the sons 
of gentlemen, where the son of an actor was not welcomed. He was 

laughed at, decided, and excluded from the other students' society.

The school's attitude may have contributed to his failure. Dr. Parr,
. =

a teacher at Harrow, when asked his impression of the young Sheridan, 

wrote: "there was little in his boyhood worth communication. , He was

inferior to many of his fellows in the ordinary business of a school, 

and I do not remember any one incident in which he distinguished him

self by Latin or English * composition, in prose or verse."? However, 

thirty years later he was able to correct a misquoted Demosthenean line 

on the floor of the House of Commons.

The Sheridan family suffered many financial reverses and was 

often forced to flee their creditors. The Smock Alley Theater in 

Dublin, owned and managed by Thomas Sheridan, burned during a riot in 

1754, forcing the elder Sheridan to move to London where he wrote a 

text book on elocution. The Art of Speaking. He considered himself a

6Ibid., p. 31. : ' - . •

?Ibid., p. 43.



"crusading savior" of the English tongue and set out to reeducate the 

mispronouncing world.

The rest of the Sheridan family remained in Dublin, and in or

der to support the family in the absence of her husband, Frances 

Sheridan returned to writing. She published Sydney Biddulph, a popular 

cnovel of fashionable suffering. Dr. Samuel Johnson, writer and critic, 

teasingly said: "I know not, madam, that you have a right upon moral
' gprinciples to make your readers suffer so much." Later she wrote 

A Tale Of Nourjadad, an imitation of the Eastern romances popular at 
the time. Years later her son, Richard, dramatized the story and pro

duced it at Drury Lane. In addition to these novels, Frances Sheridan 

wrote three plays, one of which, A Trip to Bath, provided the inspira

tion for her.son's famous, comedy of manners. The Rivals.

Frances Sheridan died in 1766, in Blois, France, where the 

family had fled from the sheriff's officers. Richard Sheridan, who 

was fifteen at the time, felt keenly the loss of his mother. It was 

from her, and not from his father, that he inherited his literary wit

and skill. "It is no wonder, that he wrote plays. The wonder is that
' 9 •Richard Brinsley Sheridan ever did anything else.

In 1769, Thomas Sheridan returned to England, and published 
his Matured Plan of Education for Young Mobility and Gentry. When the 

family was reunited in Bath, in 1771* their neighbors in the
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fashionable spa city were the famous Linleys, a musical family known in 

England as the "nest of nightingales. Their eldest daughter, Eliza

beth Anne Linley, was a lovely and delightful singer and the toast of 

Britain. She had many suitors, the most persistent of them being a 

"Captain" Mathews, who so harassed the young lady with his attentions 

that she, in desperation, attempted suicide, but was saved by Sheridan’s 

well-timed entrance upon the scene. As a last resort she was forced to 

flee to France with young Richard Sheridan, her platonic escort. When 

they reached Calais, however, their feelings toward each other changed; 

they were secretly married by a French village priest. Later, Elizabeth 

Sheridan wrote to her husband, carefully omitting his name: "when I

left Bath, 1 had not an idea of you but as a friend. It was not your 

person that gained my compassion. No, S-— n (sic), it was that deli

cacy, that tender compassion, that interest which you seemed to take in 

my welfare, that were motives which induced me to love you.

The gossip sheets were filled with stories of the beautiful 

Elizabeth Anne Linley’s elopement to France. Thomas Sheridan and 

Dr. Thomas Linley were livid with rage and the latter set out immediate

ly to retrieve his erring daughter. Captain Mathews, also furious with 

the news, made efforts to slander the young bridegroom and published 

the following paragraph in the Bath Chronicle of April 9, 1771: * 11

1 0  ' •Martha Fletcher Bellinger, A Short History of the Drama
(New York, 1927), p. 265.

11 - W. A. Darlington, Sheridan (New York, 1933)> p. 49.
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R. Bo Sho o o(sic) having attempted in a letter left behind him 
for that purpose to account for his scandalous method of run
ning away from this place, by insinuations, derogating my char
acter and that of a young Lady, innocent as far as relates to 
my knowledge; since which he has neither taken notice of my 
letters, or even informed his own family of the place where 
he has hid himself— I can no longer think he deserves the treat
ment of a gentleman, and shall therefore trouble to post him as 
a L » ..(sic) and a treacherous S...(sic) ^

Thomas Mathews

Meanwhile the young couple had returned to England under 

Dr. Linley’s escort. Because the marriage was not publicly announced, 

they were separated, she going on to Bath, and he remaining in London.

Poor Richardl He was penniless, alone and under heavy clouds 

of scandal. His first problem was to clear his own name and that of 

his wife. He approached Mathews and acquired a promise of a retractionj 

however, the retraction did not appear and Sheridan was forced to demand 

satisfaction. They met on May 4, 1771 at the Ring near Rotten Row out

side Bath, but Mathews refused to fight and tried to postpone the duel. 

Sheridan, filled with fury, disarmed his opponent and got his retrac- 

tion.. Mathews fled to Wales and Sheridan returned to Bath where he 

could, on occasion, meet with his Elizabeth. The following June,

Mathews returned to Bath to arrange a rematch for July 1. This time 

Sheridan was not so lucky: his sword shattered on Mathews’ hidden

breastplate. In the short and one-sided battle that ensued, Sheridan 

sustained severe and almost mortal wounds, and Mathews escaped to Wales 

once again. -

Upon hearing of Sheridan’s condition, Elizabeth threw caution 

and secrecy to the winds and demanded that she be allowed to go to her

^Glasgow, Sheridan of Drury Lane, p. 88.
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husband?s side. The fathers were once again in an uproar. The whole 

affair was beginning to resemble a romantic novel. Elizabeth was com

pelled to continue her singing engagements, and Sheridan was banished, 

like Romeo, to the country. While recovering from his wounds, he 

abided by his father’s wishes and began reading for the Bar.

Although her letters were filled with warmth and hope, the 

newspapers reported accounts of Elizabeth’s many admirers during the 

separation. Deeply hurt by her apparent flirtations, Sheridan’s let

ters to his wife became fewer and briefer. Finally, she wrote saying 

that it was useless for them to correspond any longer. In a frenzy, 

Sheridan rushed to London, telling his father he would continue his 

studies at the Middle Temple.

Once again the story takes on the characteristics of a romantic 

novel. Sheridan disguised himself as the driver of Elizabeth’s coach 

in order to see her and found a go-between to plead his case before her 

father. Linley consented at last, and the young lovers were married for 

the second time on April 13, 177^• Thomas Sheridan, who had had no part 

in the reconciliation, did not speak to his son for the next three years.

After an extended honeymoon, the young couple returned to London 

where their life was social and extravagant, the carriages of the fash

ionable stopping often at their door. They soon found themselves in 

debt, but it mattered little to them for Elizabath was a charming host

ess and Richard was writing essays in an attempt to improve his style. 

News of the American Revolution was beginning to reach the British Isles, 

and Sheridan was championing the rebels. "

/



11
In 1775> he wrote King Arthur, a charming operetta. King Arthur, 

featuring Therese de Camp, the wife of Charles Kemble, opened to a mod

erate success. .

On January 17, 1775, Covent Garden saw the opening night of 

Sheridan's first major comedy. The Rivals. It failed miserably. Sheri

dan went into seclusion "to remove those imperfections in the first 

representation which were too obvious tb escape reprehension and too 

numerous to admit a hasty correction."^ it vzas produced a second time,
4

ten days later with revisions and a new actor in the part of Sir Lucius 

O'Trigger. Laurence Clinch, who played the part brilliantly, was one of 

the main reasons for the play's success, and in appreciation, Sheridan 

wrote St. Patrick's Day, or The Scheming Lieutenant, for Clinch's bene

fit performance.

On November 21, 1775, Sheridan's farcical opera. The Duenna was 

a phenomenal success at Covent Garden, running for seventy-five nights. 

This was ten more than John Gay's The Beggar's Opera, which had set a
nArecord for long runs almost fifty years before. The success of The 

Duenna was financially damaging to David Garrick's rival Drury Lane 

Theatre; in fact, it was humorously said in London that the "old woman 

would be the death of the old man.

On November l6 of the same year,, a son was born to the Sheri
dans and was named for both his grandfathers. Soon afterwards, old •

^ Ibid., p. 114. '
it ' "  - - - : ^Ibid., p. 118. "

' 15 .yDarlington, Sheridan, p. 63. ,
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Thomas Sheridan, softened by his grandson’s birth and his son's suc

cesses, relented at last: he recognized his daughter-in-law, kissed

young Thomas, embraced his son, and the family was reunited.
- ■ V . ■ ■ . '

Sheridan, in 17?6, at the age of twenty-four, began a long and 

involved plan to purchase the Drury Lane Theatre from David Garrick. 

After a lengthy and intricate series of mortgages, notes, annuities, 

and securities, Sheridan at last gained-possession of the popular 

theatre. As owner and manager of Drury Lane, he controlled the taste 

of the majority of theatre-going public in London0 Much in the man-- 

ner of his crusading father, he set out to raise the standards of that 

tasteo His first offering was his own version of John Vanbrugh’s 1697 

licentious comedy. The Relapse, renamed by Sheridan, A Trip to Scars- 

borough. Sheridan, in this adaptation, had begun to ridicule the men 

and women of fashionable society.

A  Trip to Scarsborough was a success, playing almost one hun

dred successive performances, but there was talk in London that another 

Sheridan comedy, greater than The Rivals, was in the offing. On May 8, 
1777; The School for Scandal burst upon the London scene, one of the 

most sensational opening nights of the age.

The basic idea for The School for Scandal was not a prototype; 

Sheridan was only one in "a long line of literary borrowers, but he wa,s

one of the few of whom it could be said that he touched nothing he did
■

16 ' •The Licensing Act of 1737 limited the production of plays to
two London theatres, Drury Lane and Covent Garden. The Little Theatre 
in the Haymarket,. through a legal loophole, managed to stay open. See 
Oscar B. G. Brockett, The Theaters An Introduction, 2nd Edition (New 
York, 1966), pp. 187-1897 :
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17 :.not adorn." His own experience with scandal'provided a wealth of 

background material as well.

Only two years had passed since Sheridan had first made his

mark in theatrical circles. However, here was a play which was one of
18the "finest examples of the comedy of manners after Congreve," and 

one of the most enduring plays in the English language.

Sheridan's last great play. The Critic, or A Tragedy Rehearsed, 

produced in October of 1779# is a brilliant burlesque on the high-flown

style of tragedy. Sheridan wrote it to answer his critics, the parti-
. - • 19sans of insipid tragedy and sentimental comedy. To this he added

satire on patronage, plagiarism, and newspaper puffing." There are
■ ■ -

also references to the Drury Lane Theatre and to Sheridan's own polit

ical opinions.

Sheridan was, at this time, finding the political world more 

and more inviting and intriguing. He became acquainted with many of 

the fashionable and influential political figures in London society, 

and he began to search for a patron among them.

England's war with Colonial America was rapidly becoming un

popular. Sheridan, a pro-revolutionary and an exceedingly outspoken

^Glasgow, Sheridan of Drury Lane, p. 133»
* i  O  * *

James J. Lynch, Box, Pit and Gallery (Berkeley, 1953)* p. 178.

■^"Sheridan himself, said that he valued the first act of The 
Critic more than anything else he ever wrote."' Bellinger, Short History 
of Drama, p. 267.

20"Puffing" is the practice of publishing flattering publicity 
or extravagant commendation (a form of advertising practiced in the 
eighteenth.century.)



war critic, was asked by Charles James Fox and Richard Burke, leaders 

of the Whig Party, to act as the editor for The Englishman^ a newspaper 

that boldly criticized the king and openly praised the Colonists. Al

though the publication was short-lived, it gave Sheridan the impetus he 

needed to stand for election to the House of Commons and become "the 

member from Stafford." The election levied a heavy financial burden on 

him, but it started him' in a political life and oratorical career which 

continued for more than three decades.

Sheridan belonged, as did Burke and Fox, to the New Whig party 
21founded by Fox. Sheridan presented his "maiden speech" in the House

of Commons on November 11, 1780, refuting charges that his election to
office had been corrupt. During the next year he made several speeches

on many varied topics and under Prime Minister Rockingham he held an

office, and shared the office of the Treasury with Burke’s son under
22the Coalition Government.

It was at this time that George Frederick, Prince of Wales, 

first entered into. Sheridan’s life. Sheridan’s friendship with him 

was long-lasting but unsteady; although Sheridan was completely de

voted, the Prince was interested only in Sheridan’s oratorical effec

tiveness which could be of political advantage to himself. Their 

relationship was a close one, but Sheridan never imposed upon it, never 

accepted money for himself, and always retained a formal manner with % 

the Prince. , ,
- Q

.^Goldwin• Smith, A History of England, 3rd ed. (New York, 1966), 
p. 360 f f . ■

22Glasgow, Sheridan of Drury Lane, p. 143.
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Sheridan's greatest oratorical triumph was at the trial of 

Warren Hastings, Governor-General of Bengal» Hastings had been recalled 

to England to answer charges brought against him for alleged misbehavior 

in India.' In February, 1787, Sheridan addressed the House of Commons 
and thrilled its members with the eloquence of his attack. At the court 

trial, held in Westminster Abbey, he spoke for four days. His speeches 

against Hastings were effective, epigrammatic, hyperbolic, and witty; 

his audience was dazzled;, reason and logic were forgotten. Mrs. Siddons 

the great actress, was so moved that she fainted and had to be carried 

from the Abbey.

The important and influential people of London were Sheridan's 

associates and he soon came to think and to act as they did. In this 

society "marriage was no longer a sacrament, but a pleasantly main

tained fiction, and as for fidelity = » . Egad, laughed the Great
’ ■ 23World, 'twas as out of fashion as Queen Elizabeth's stomacher."

Sheridan was in love with Lady Duncannon (later Bessborough) 

who, with her sister, the Duchess of Devonshire, had canvassed the 

countryside in the election of 1784, selling kisses for votes. Sheri

dan's wife, Elizabeth, was hurt beyond comprehension. In a letter to 

a close friend she wrote: "the Duplicity of his conduct to me has

hurt me more than anything else, and I confess to you that my Heart is

entirely alienated to him, and I see no prospect of Happiness for •
. - - ' ' . ' V

23Ibid°, p. 155e •" . - 0



16
either of us but in the Proposal I have'made to him of Parting „24

As she wrote these words, she was dying of consumption, which 

seemed to be the curse of all.the members of her family» In 1791# the

Sheridans reconciled, and Elizabeth’s health improved somewhat follow

ing the birth of her second child. Once again, however, she weakened, 

and on July 27# 1792, she died. Mrs. Canning, Elizabeth’s long-time 

friend and confidante, wrote to Sheridan’s sister, Alicia: "your

brother behaved most wonderfully, though his heart was breaking; and 

at times his feelings were so violent, that I feared he would be quite 

ungovernable at the last. Yet he summoned up the courage to kneel at

the bedside, till he felt the last pulse of expiring excellence, and 
25then withdrew.1! y . •

After Elizabeth’s death Sheridan was a lost man. First and 

foremost, he was a sentimentalist, and the change that overtook him 

was far from subtle: he drank excessively, gambled exorbitantly, and

spent his money extravagantly. His devotion to his frail little 

daughter was extreme, and when she died in October, 1793# he was 

plunged even deeper into despair. Although he often attempted to dis

guise his grief in gaiety and cheerfulness, he. was of a nature that ?'• •• 

could not be reconciled to the loss of someone dear. His suffering 

was, therefore, intense.

ok , - .Darlington, Sheridan, p. 104.

25Ibid., p. 111.
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His political life continued in a more or less stable manner, 

but his personal life became more and more eccentric. In 1795j he 

married an extravagant and fashionable girl of twenty. Miss Ester (or 

Hester) Jane Ogle, who greeted his declaration of love at first sight 

with "keep away, you terrible creature." "Hecca", for all her frivol

ity, was courageous and devoted, and remained loyal to her elderly 

husband, comforting him until his death.-

In 1791, Drury Lane was slated for rebuilding and Sheridan, 

with his usual foolish sense of pride, assumed the greater part of the 

expense himself. He also shouldered responsibility for the Vortigern 

and Rowena hoax at Drury Lane in which this play was falsely repre

sented as a lost Shakespearean manuscript by a young man named William 

Ireland. Drury Lane was condemned in 1793 and torn down. A new Drury 

Lane was built on the same sight. The old theatre,had accommodated 

2,000 spectators, but as Sheridan "was in financial difficulties, the 

audience capacity was increased to 3;6ll.
On May 2k, 1799; Sheridan produced his last play, Plzzaro. It 

was far from his best, being riddled with bombastic rhetoric and pa

triotic tirades. Plzzaro was not original, but an adaptation of August 

Kotzebue's The Spaniards in Peru, of The Death of Hollo. It owed its 

success to Sheridan's reputation, its high patriotic flavor, its pag

eantry, and its glittering cast. .' x

/ "
A. M. Nagler, A Source Book in Theatrical History (Hew York, 

1952), p. 407o V ' . •
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The Drury Lane, which burned to the ground in 1809, was re

built. However, Sheridan was not given a post in its management. His 

share in the theatre’s profits was withheld and this lack of funds pre 

vented his re-election to the House of Commons. Because his Parliamen 

tary immunity was invalid, he fell into the clutches of his creditors. 

Richard Brinsley Sheridan, brilliant speaker, personal friend to the 

Prince of Wales, and the greatest playwright of his age, was thrown 

into debtor's prison where he languished for three days.

His last few years were pathetic and sordid; at one time his 

doctor narrowly saved him from being carried from his deathbed by a 

sheriff’s officer. He died on July %, l8l6, at the age of sixty-five. 
He was given a funeral, the splendor of which was rarely equaled, and 

was buried at Garrick's side in Westminster Abbey. He was mourned by 

the great and small of a whole nation that had adored and spurned him 

by turns all his life. The day after the funeral, Thomas Moore pub

lished the following stanzas in.the Morning Chronicles ..

Oh, it sickens the heart to see bosoms so hollow,
And friendship so false in the great and high-born 
To think what a long line of titles may follow 
The relics of him who died friendless and lorn.

How proud they can press to the funeral array 
Of him who they shunned in sickness and sorrow:.
How bailiffs may seize his last blanket today,
Whose pall shall be held up by nobles tomorrow.

07 "" ' ' -Quoted in Glasgow, Sheridan of Drury Lane, p. 291.
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The School for Scandal; A Comment on the Times 

In the 1770's sentimentalism dominated the English stage. Its 

fashionable suffering and moral preaching were evident in all forms of 

dramatic endeavors comedy, domestic tragedy, comic opera, and even 

pantomime. Theatre was beginning to stagnate, for there was little of 

importance that could be honestly or even humorously presented on the 

stage o

However, there were two playwrights who were attempting to

change and elevate the public taste. The first playwright was Oliver

Goldsmith, whose offering to reformation was a type of play he referred

to as "laughing comedy," which followed in the tradition of Jonsonian

and Shakespearean farces. The second playwright, Richard Brinsley

Sheridan, remained within the Restoration genre, but his comedy is
28"free from its ambiguous moral tone." -

"The assault against sentimentalism that Goldsmith opened in

The Good-Natured Man and She Stoops to Conquer, Sheridan now extended;

but he did more than help discredit sentimental comedy; he, at one blow,
29restored the comedy of manners."

In The School for Scandal, Sheridan satirized the modes and man= 

ners of the late eighteenth century in general and its chief peculiarity,' 

scandal, in particular. Scandal was one of the favorite pastimes of the

..... ........-

Brockett, The Theater, pol99«
29 ' ^Richard Brinsley Sheridan, Six Plays, edo Louis Kronehburger

(New York, 195?),. P« viil
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idle rich of this time. It was an art, and one had to be an artist to 

excel in its propagation. This new art form was begun as a type of 

journalism in the Town and Country Magazine, published in London, but 

its real development and perfection took place in Bath's Morning 

Chronicle: "such scandal sheets carried innuendo to the point of libel,

made tattle not just an art but an industry, and had everyone in soci

ety in a panic over his own reputation while smacking his lips over the
o0

shattered reputations of others."

The paragraphs which were published in these "sheets" did not■ v ■ .
have to be factual, for the most part they were usually completely 

fictional. Indeed, it was true that anything might be said of anyone 

as long as it was said cleverly. Sophistication and wit were the 

qualities most sought after and admired.

In The School for Scandal, Sheridan attacks these paragraphers 

and scandalmongers with a vengeance and with good reason; his own per

sonal life had been stained more than once by their efforts. He had 

seen their viciousness jeopardize the reputations of many of his friends 

as well.

Sheridan, however, did not stop with this. He satirized al- ' 

most every aspect of London high life as. well. Sentimentality was 

held up as a thing of artifice in the character of Joseph Surface; in 

Backbite, he takes a delightful poke at foppishness and its high 

priests the "macaronis." Virtue and fidelity in marriage are ridiculed 

in the abortive affair between Lady Teazle and Joseph Surface«

^Louis Kronenburger, "Best of Sheridan," Theatre Arts, XLI 
(February, 1959), P« 30.° .. .
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; Second only to his brilliant comment on scandal is Sheridan’s 

satire on the contrast between appearance and reality, and the brothers 

Surface are his prime vehicles in this. Each appears to be a complete 

embodiment of good or of evil, and each proves to be not at all what 

his first impression might indicate.

There were few in the Great World of the eighteenth century 

English society who did not acknowledge ;its faults. They recognized 

its egotistical eccentricities and enjoyed laughing at them. "Very 

great was the demand for a first rate comedy of manners in a society 

whose manners were elegant and whose inclinations were worldly: and.

for three quarters of a century no playwright had supplied it."

Richard Brinsley Sheridan did supply such a play. The School for 

Scandal is biting, even searing at times, but is at all times witty 

and clever, warm and charming.

The School for Scandal: Past Productions

The School for Scandal, when first produced in October 1777# 

at the Drury Lane Theatre, was set in the London of its own time. The 

"contemporary engravings of the ’screen’ scene shows the production's 

costumes, and setting, the theatre's apron stage, proscenium doors and 

members of the audience seated in the boxes, The actor's dress corres-
op

ponds closely with that worn by the audience." Little attention was 

paid to period costume, "in matters of stage costume, the Restoration

31 ' :

Kronenburger, "Best of Sheridan,".p. 30.

•^Brockett, The Theater, pp. 204-205. '
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age must "be called careless "by anyone who chooses to insist on histor-

33ically accurate costuming,"

In 1904, the Shubert Brothers in New York City produced, a musi-
. i ■' ..

cal version of The School for Scandal entitled, Lady Teazle, The cos

tumes attempted period flavor, but instead of draping the skirts of the 

gowns over panniers they were pulled tightly around the hips and waist,, 

flaring at the ankles. This approximated the period style but at the 

same time accentuated and enhanced Miss Russell’s famous silhouette, 

Lillian Russell, in the title role, received the following notice:

Miss Russell has the arts persuasively at her fingers’ ends.
The house sat up when it first saw her in the golden wig, the 
bluish-gray hat and the blue brocades of the period. She was 
a pleasure to see in the great black hat and simple frock of g, 
the screen scene. She was all shimmer and silver at the ball.

Concerning the 1923 production of The School for Scandal at

New York City's Players Club, Ethel Barrymore stated: "artificiality

of manner,, speech and gesture makes it easier torbe good as Lady

Teazle . . . The very fact that one has on a wig and is in a different
35 * .costume helps to make it easier, ,

In 1948, Sir Laurence Olivier toured The School for Scandal

to Perth, Australia. The costumes for this production were designed 
36by Cecil Beaton.

. ̂ Nagler, Source Book, p. 240. '
34Parker Morell, Lillian Russell, The Era of Plush (New York, 

1940), p. 223o

'̂’Ethel Barrymore, Memories: An Autobiography (New York, 1955)* 
Po 238. : •

36-pelix Barker, The Oliviers (Philadelphia, 1953)* p° 231.
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On January 24, 1963 a production of The School for Scandal 

directed by Sir John Gielgud opened at the Majestic Theater in New York. 

Alan Pryce-Jones reviewing the production in Theatre Arts criticized 

its over-emphasis of period■touches. "Sir John (Gielgud) has been 

tempted to infuse so many period faces into The School for Scandal 

that at times the play itself sinks under a burden of the period. Such
37bowing, such profusion of lace handkerchief ... Mr. Pryce-Jones

calls Anthony Powell’s costumes "both lovely in themselves and appro

priate . . . expensive and agreeably artificial, in which a comedy of
38this kind can expand."

Tentative plans call for a production of The School for Scandal 

at She University of Arizona, Department of Drama, for the 196.9-1970 

season, and it is for this production that the designs in this thesis 

are intended.

^T&lan Pryce-Jones, "Openings/ New York," Theatre Arts, 
Vol. bj, March, 1963, p. 57«

oQ ' . - •
.J Ibid., p. 58.



CHAPTER II

APPROACH TO DESIGN '

In designing costumes for a period play, a costumer must con

sider not only historical background, but the following areas as well: 

period dress, color, style, the type of play, and the characters them

selves .

!

Fashion: The Dying Rococo

In this age before the French Revolution, manners, customs,

home interiors and dress were adjusted to one another in such harmony

that contemporaries referred to it as "the golden age." Miss Braun-

Ronsdorf says: ■

An artistic sensitivity trained through the centuries had for 
the last time inspired a lofty self-assurance such that dress 
was transformed into an aesthetic delight. A unique elegance 
was attained, where dress could vie with other art media in 
exquisite refinements of shape and colour, choige and combina
tion of material, and. delicacy of workmanship. ^

For the first time, designers of these creations proudly put 

their names to their work. The age also realized that the atmosphere 

of a lovely interior could be enhanced not only by the costumes them

selves but by the way they made their wearers move.

Po 95-
margarete Braun-Ronsdorf, Mirror of -Fashion (New York, 1964),
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The French aristocracy certainly set the tone for the whole 

eighteenth century, although the English aristocracy, despite its 

wealth, inclined to a simpler and more natural style of living.

The ideas and doctrines of Jean Jacques Rousseau called for a 

deliberate simplification of life and the rediscovery of nature. The 

French court gratefully set out to follow his teaching, throwing away 

their crinolines and piled-up coiffures5with their fantastic super

structures.

Independently of Rousseau, new tendencies had made themselves 

felt in England as well: the nobility, in preference to the life of

the court, turned to country life with hunting expeditions and social 

gatherings in the open air. Such activities called for more practical 

clothes, of less complicated cut and simpler materials. For an exam

ple of such clothes see Thomas Gainsborough's portrait of Mr. and Mrs. 

Andrews. Soon the trend was taken over by those on the Continent, 

where "a 1 ’anglaise" became the slogan of the smart set. Towards the 

end of the century, therefore, two different modes of dressing had 

gradually evolved in Britain and on the Continent: court dress, ob- .

serving conventions refined down to the last detail; and on the other 

hand, clothes of great simplicity with perfect taste.

Another factor which was to influence fashion was the regular 

publication, toward the end of the eighteenth century, of small hand- 

colored plates, whose main purpose was to acquaint the public with what 

the elegant world was wearing. The Galerie des Modes, Cabinet des Modes, 

and the Magasin des Modes with their attractive pages evoke for us once 

more the whole magic of French elegance before the Revolution.
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The striking changes in costume during the eighteenth century 

are seen in the headdresses of both men and women and in the forms of 

women’s skirts, , .

Male Dress

The full-bottomed wig, which trickled powder over the chest, 

back, and shoulders of the coat was a nuisance, particularly to active 

young men in the new military and naval services. The wig was now 

drawn back and got out of the way in a number of ways. By the second 

third of the century, it.is relegated to professional, or unfashionable 

elderly men. _

The cadogan, catogan, or club wig of the ’seventies, was first 

worn by the English "macaronis." The cadogan was looped up and tied 

with a string, and sometimes held in place with a comb or confined in 

a silk net.

The soft rolls at the sides of the face, in the first quarter 

of the century, were replaced by sets of rolls or puffs. By 1770 the 

front of the hair was waved and dressed in a single roll, often over a 

wire frame, over the front of the head from ear to ear.

The fashion of powdering was at its peak from 1760 to 1776 and 
many different colors were used, including, white, grey, blond, violet, 

blue, and greyish-pink. These powders were made from flour and scented 

with violette and" chypre. Pulverized starch was also used. It is in

teresting that most of the hair powders were made by the makers of 

perfumed gloves. . 1 . /
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Natural hair treated like a wig was not uncommon, and was often 

left unpowdered in everyday use; "by 1765, this trend began to worry the 
wig makers.

The cut of men's coats underwent profound changes in the second 

half of the century. In England the skirts of all coats began to be 

cut away in front. This sWallow-tailed frock coat (frac) became the 

fashion in all countries. The body of the coat hugs the torso; the 

side fullness is reduced to a gore or a pleat. Lapels also begin to 

develop and the neckline of the coat begins to rise into a standing 

collar. Sleeves became wrist length during this period. Cuffs and 

pocket flaps became less conspicuous.

The waistcoat, following the lead of the coat, also became cut 

away. As the lines of the coat raked backwards, the old correlation 

between coat and waistcoat lengths was abandoned and the waistcoat was 

shortened into a vest.

In the final quarter of the century tailored cloth coats, often 

double-breasted, were worn. These coats had lapels and turned-over 

standing collars. The vest was cut off square at the waist and was 

also apt to be double-breasted with lapels. The new short vests were 

sleeveless with the backs made of plain material. The decoration on 

coat and vest diminished throughout the century. Plain cloths began 

to predominate. Buttons, increased in size and importance.

In addition to capes, there were many forms of loose buttoned 

topcoats. To these topcoats were added multiple capes in the latter" 

half of the century and the coats became fitted and double-breasted.
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As the' coat was cut away in front and the vest became shorter} 

the cut and trim fit of the breeches became important« The bottom of 

the breeches was also made to fit, with the outseam at the knee closed 

with buttons or a buckle.

The old heavy jack-boot was replaced by a closely fitted, 

delicate boot. There were many forms of fitted leather leggings
i

(spatterdashes), and linen gaiters buttoned up the outside of the calf. 

The old square toed, high tongued, red heeled shoe disappeared. It was 

replaced by a well-fitting pump of natural shape. The diamond, paste 

or silver buckles were retained for court wear. For everyday wear, 

the shoe-string replaced the buckle. Hose, with, clocks embroidered in 

metal or silk thread, were worn under the breeches in the second half 

of the century. The mechanical stocking frame was modified in the 

final quarter to knit ribbed stockings.

The flat-crowned hat, cocked into a symmetrical tricorn, de

generated into a bicorn in the final quarter of the eighteenth century. 

The high-crowned hats, which developed into our top-hats, appeared in 

England and. were carried to France on the wave of Anglomania.

The lingerie shirt was of fine material, with jabot and wrist 

ruffle of plain or embroidered lawh and lace. With this shirt was worn 

the neckcloth, which lasted well into the nineteenth century." It was 

wrapped around the neck and tied in .front with a soft bow. •

Female Dress "

The elaborate coiffures associated with the eighteenth century 

were reduced in size with the advent of the rising interest in



simplicity and careful grooming. In the last quarter of the century, 
women’s hair widened at the top and was squared off; then its support 
began to be withdrawn. The hair, wider and looser in front, longer in 
back, was often dressed in a great mass of ringlets.

Mob caps continued to be popular even after the huge high padded 
hair styles had gone out of fashion. Large simple hats appeared in Eng
land and were adopted by most European countries.

The bodice of the dress changed very little during, the eighteenth 
century. It fit snugly, usually coming to a point in front. It had a 
wide neckline, either V-shaped or square, trimmed with a pleated lace 
border artfully called tatez-y (touch here).

■ The form of the skirts underwent five major changes during this 

century. The first was the bustle and train of the reign of Louis XIV 

in France; then the large hoop skirt. The mounting hair required wide 

skirts for aesthetic balance. A new type of support was devised which 

gave an entirely different shape and motion to the skirt. These 

"panniers" made of several loops, hinged and taped together, hung from 

the waist. Seen from the side, the silhouette was very narrow; seen 

from the front or back the skirts were as wide as possible. This meth

od of support was carried to its most extravagant six-foot width by 

Marie Antoinette from 177^» Its use in the English court was ended by 

George IV's command in the l830's. The hooped petticoat gave a lovely, 

lilting movement to the skirt. The wide panniers gave a-more stately 

one, but the lady wearing one had to turn sideways to move through door

ways; even the motions of the arm was conditioned by the problems of

29
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moving the elbows within the socket depression at the top of the skirt, 

between the waist and the rising tip of the panniers. After 1780 the 
panniers grew smaller and by 1785 were replaced, briefly, by hip-pads; 
then by the crinolined bustle. By 1793, the classical line with its 

high waist and slim skirt was introduced.

Long, plain sleeves were seen at the beginning, and at the end 

of the century. Puffed, ruffled sleeves marked the second half, and in 

the final quarter of the century there were many deviations.

Outer garments included elaborately gored short jackets; a great 

variety of greatcoats based on the coachman's coat in England. Combing 

jackets, short or completely enveloping,appeared in the boudoir at this 

time. Charm was a necessity because visitors of both sexes advised and 

admired, while the professional hairdresser spent hours on his combined 

art of hair arrangement and millinery. Indeed, dressing from head to 

toe was a very long affair. Madame de Stael in one of her plays has a 

,marquise of the time say:

It is enough to observe the details with which we are preoccupied 
each day. Every morning, all those discussions with the artisans 
and tradesmen to choose our apparelI What care in choosing the 
latest dress, in the effort to keep abreast' of fashions! And then 
we have the arduous, task of performing our toilette with all the 
attention to detail"needed for good grooming.

Mila Contini in her 'book Fashion, gives us an idea- of some of 

the beauty aids the lovely Marquise de Pompadour used to keep her 

beauty: ,

^ M i l a  Contini, Fashion (Wew York,.'1965), p« 190.
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Twice a week, in order to keep her clear complexion she would 
apply an astringent lotion made with cypress cones, pomegranate 
and strawberry roots, walnut leaves and alum, boiled in three 
litres of rain water, and strained through a linen cloth. On 
her hair she used a pomade made of beef marrow, veal fat,-hazel
nut oil, Peruvian balsam and vanilla; all this was warmed up in 
a double boiler, filtered and scented with rose or m u s k , ^

Shoe and stocking colors tended to become lighter. Red stock

ings common early in the eighteenth century, became pale pink or green, 

and later white. Slippers were of light" coloured silk, brocade, velvet 

or kid, embroidered in metal and colors. These slippers were without 

heels, but had an upturned toe, and a diamond or paste buckle, With 

the rediscovery of nature, special shoes were needed, stronger than the 

silk or velvet shoes of the time, so fragile they did not last even a 

few steps, (When Madame Du Barry complained to her shoemaker because 

her little shoes had lasted such a short time, the artisan scolded hers 

"But Madame, you must have walked in them!")

Materials

Brocades and velvets were among the most popular fabrics, but 

lighter materials also became fashionable, and were given curious 

names; bombazine, a silk and cotton material; camelot, a silk cloth 

with a wool warp; grisette, a silk mixed with grey cotton (as this was 

the favorite material of working-class girls, the term was later ap

plied to working-class girls of loose morals). Satin, taffeta and 

lutestring (a ribbed fabric) were also suitable for, the bouffant skirts 

of the period, ■ ■

^rbid,, p, 192.



Chintzes, India calicos, domestic block-printed linens, and 

cotton woven into plaids, checks, and stripes, all contributed their 

share to the variety of materials found in feminine attire. _

Figured materials were popular, but many handsome dresses were 

made of plain fabrics. The fashion for lace became so excessive that 

in almost every country there were laws passed to limit its use. An 

Englishman named Hammond invented a machine to make tulle which, to 

some extent, replaced the more expensive lace.

Fashionable men favored broadcloth for their attire = Yet 

throughout the period, even after 1780, satin and particularly velvet 

were widely worn. Many of the men's vests were embroidered like women's 

dresses.

Colors

To think of Rococo is to think in terms of delicate flower- 

like colors. ' Roses and other blossoms in pale pink, lavender, green, 

yellow and blue strewn upon lighter backgrounds were favored by the 

dainty laidies and elegant gentlemen. Yet, there were many stronger 

colors as well: black, crimson, green, gold, black, brown, and bur

gundy.

, The embroiderer’s art was at its peak in the eighteenth century; 

beautifully executed designs in contrasting colors ornamented coats, 

waistcoats, bodice fronts, petticoat's, and indeed entire dresses. 

Applique and passementerie work (trimmings of braid, cords, beads) 

likewise enriched the costumes. Artificial, flowers and ribbon bows 

added another charming frivolous note. . .

32
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Jewelry

Both men and women wore lavish jewelry, particularly rings with 

large precious stones set in gold. Fashionable too, were signet rings 

of solid gold with the initials of the family engraved on them. Noble

men continued to display heraldic symbols or emblems of knighthood.

The "Order" now began to be pinned to the left breast of the coat, while 

its ribbon was put across the body from:the left shoulder to the right 

hip.

The gold or silver watch became an accessory of great importance.

It was usually kept in the small pocket of the waistcoat, attached to a 

small gold chain. A second watch with no functional purpose, was kept 

in the breeches pocket, and attached-ito a heavy chain. Other beautiful 

jewelled objects were snuff boxes and the hilts of small swords. Men ' 

had clasps or buckles of gold either on the strap which fastened the 

breeches below the knee and on their shoes. .

Jewelry was worn with much more restraint than had been the 

style since the Renaissance. The ladies might wear jeweled pins in 

the front of the bodice, and almost any accessory might be set with 

gems; but the day had passed when a lady wore many rings, bracelets 

and necklaces. One of the most charming features of the period is the 

beautiful bosom and throat rising unadorned from a froth of delicate 

lace. - .

Matching sets of earrings and necklaces were popular with some.. . : 

wealthy ladies.

Diamonds,• either by themselves or set with other precious stones, 

were highly valued. Bracelets of gold or silver, sometimes enriched



with gems.and diamonds or mounted with a miniature painted on ivory and 

encircled with precious stones, were very popular. Necklaces were usu

ally made of strands of. pearls of varying sizes. A lady often wore a 

little velvet ribbon around her neck from which hung a drop-shaped pearl.

On formal occasion ladies adorned their hair with gold filigree 

diadems, strands of pearls, and combs encrusted with diamonds*

Watches were also worn by women: often they were tiny, covered 

with diamonds, enamelled and attached to a little filigree chain which 

was fastened at the waist. -

Women’s silk and velvet shoes were almost always embroidered 

with gold thread .and set with gems.

Accessories

The eighteenth century was one of elegant accessories. The 

dress sword adorned with a beautiful hilt o f •gold or silver and set 

with stones was still worn with a gentleman’s- f ormal costume. Canes 

and walking sticks.were beginning to take the place of the sword.

Snuff boxes were of various sizes, sometimes rather large, as 

much as four inches long and three inches deep. They were made of many 

materialsj tortoise-shall and silver, gold and silver embossed, enam

elled, and set with jewels, Inlaid wood and Chinese lacquer.

Handkerchiefs were exquisite,.often edge§ with'colored■lace.

: Men still carried large muffs but xhey were no. longer as fashr- 

ionable as in the late seventeenth century.

Ladies’ little umbrellas and sunshades were of exquisite pink, 

yellow and apple-green taffeta, oiled silk or painted paper.

34



35
Fans were attached to a little gold chain worn about the waist« 

The fans were made of hand-painted parchment, of alencon or arles lace, 

precious feathers or embroidered silk. Long gloves were a necessary 

outdoor accessory and were sometimes worn for indoor occasions as well. 

Mitts were equally popular, made of lace or kid, the latter sometimes 

with embroidered backs.

There were also little boxes and; containers for perfumes, to

bacco, cosmetics and beauty spots. These boxes were shaped according 

to their function and held a 'great variety of necessaires.

Amongst the perfumes the cologne water of the Farina brothers 

was a novelty, for which these Italian brothers, living in Cologne, 

developed a new; formula. The use of Cologne water spread all over the 

world, not only as a perfume but also as a remedy against headaches, 

vapours, indigestion and cramps. A few drops taken before eating was 

supposed to ensure the easy digestion.of heavy foods, such as chocolate

Sources for Designs
\

In preparing the original set of costume plates for The School 

for Scandal, the designer consulted numerous sources for historical • 

accuracy and inspiration,. The principle sources for the following de

signs were the painters of the period: in particular, Thomas Gains

borough (1727-1788), a famous portraitist with a lyrical and extremely 
personal conception; Sir Thomas Lawrence (1769-1830), portraitist and 
president of the Royal Academy of Art; and William Hogarth (1697-1764), 

a painter of satirical moralities. Artists, tend to stylize even when 

working from life and as a designer's purpose is to take the most
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effective aspects of a period, synthesize and adapt those aspects for 
theatrical suitability, these artists were found to be of the greatest 
aid and inspiration in designing the costumes for The School for Scandal.

Each of these painters provided the designer with some material 
and inspiration in one or more aspects of design- Gainsborough’s por
traits such as Blue Boy and Mrs. Siddons possess lines and postures of 
nobility, yet they retain softness and grace; Lawrence’s Master Lambton 
is rich with healthy color while his Pinky contrasts with delicate 
shades and free, flowing line) Hogarth’s The Election along with other 
of his grotesque, satirical paintings provided a model in designing 
characters of lower class. In addition to these major painters and 
works the following engravings and painters were consulted in designing 
the costumes that appear in Lady Sneerwell’s dressing room and the 
drinking scene in Charles Surface’s house: La Grande Toilette, and
La Petite Toilette, engravings by Moreau the Youngerj and The Hairdress
er, a painting by Pietro Longhi.

Costumes for The School for Scandal are usually contemporary to 
the play’s original production date of 1777. The designer has taken 
the liberty of setting the play a decade later than its original pro
duction in order to remove it from-a period of stiff confining formality, 
and to give the actors the advantage of the graceful lines and ease of 
movement of the late 1780’s. It is the designer’s feeling that in set
ting the play in a period other than that in which it was written makes 
it possible for the designer to utilize a period different' from that in 
which the play is usually produced. ■;
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,The costume designer has two "basic purposes:, to aid the audi

ence in understanding the characters and to convey the intent of the 
playwright. To do this the costumer must identify the period and es
tablish the locale and socio-economic status of the characters. The 
designer must also establish for the audience the age, importance and 
Intent of each of the characters, .

The period of the play is identified by adhering fairly closely 
to historical authenticity. The locale is established in much the same 
manner. The socio-economic status of each of the characters is shown 
in the luxurious degree to which they are dressed. Age, importance and 
intent are established by translating them into terms of shading in 
color and extremity of' cut, -

The designer must be careful to retain a sense of unity in the 
relationship of the individual costumes to the production as a whole. 
However, each costume must have balance; in proportions used, color, 
emphasis and rhythm employed.

In•preparing costumes for a period play, a designer must have 
in mind a clear understanding of the terms style, styled and styliza
tion as they apply to costume design.

The first term, style, has in the writer's opinion, two mean
ings: the first carrying the connotation of period, as in "late
eighteenth century stylej" the second meaning referring to the manner 
in which an actor wears a costume, "le style, c'est I’homme meme"
(Style is the man himself.) In this sense, style goes much deeper

^Michel Saint-Denis, Theaters Rediscovery of Style (Hew York,
i960), p. 6l.
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than exterior or surface qualities. Michel Saint-Denis says: "style

4 3
is like wine: better as it grows older;" the manners of past periods 

grow more charming, the farther into history the period retreats. The 

temptation (as in Gielgud's case) to become almost pedantic in the use 

of period style, is strong. Quality must at all time be considered, as 

the attainment of style also requires attention to basics and essen

tials. Costumes may be said to have style if they express the nature 

of the character, the intent of the playwright and the interpretation 

of the director and the designer, in pleasurable terms, recognizable and 

acceptable to the audience.

The term styled, refers to the form in which a subject is per

fectly mounted. A costume is styled when it maintains and reflects 

the playwright’s intent exactly. Costumes for a play such as The School 

for Scandal would be styled if they were designed after the fashions 

worn in London in 1777°

Stylization is a misused word at the present time. It has 

come to infer a distortion of the playwright’s intent, for example,

Orson Wells’ production of Julius Caesar in Nazi uniforms could be said 

to be stylized. However, in the writer's opinion the term stylization 

involves a method used by the designer to translate historical accuracy 

in clothing into theatrical' suitability in costume.

Ibid., p. 62. .
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The costume designer, although she may have personal feelings

kkabout color, must consider general audience reaction to color, "In 
the main, it may he said that normal persons who are or attempt to he 
well adjusted to the world, and hence 'outwardly integrated’ like
colors in general and warm colors in particular, ’Inwardly integrated’

' ' - ■ , , " " :

persons favor cool colors and are none too enthusiastic about them— or 
about any other colors for that matter,

A few psychologists have carried out research to determine the 
moods associated with colors of the spectrum. Dr. Robert R. Ross of 
Stanford University, has recently attempted to ally colors with dra
matic intensity and emotion. Grey, blue, and purple are best associ
ated with tragedy; red, orange, and yellow with comedy, William A, 
Wellman of the University of California has also worked out a theatri
cal scheme, red being the color of vigor, yellow the color of warmth 
and joy, green of abundance and health, blue of spirituality and 
thought, brown of melancholy, grey of old age, white of zest and aware
ness, and black of gloom. All this reasoning is still theory, however, 
and theories differ and are hard to prove, A view of color which dis
agrees to an extent may be found in the chart in Appendix A. A prime 
example of this disagreement may be illustrated in Lady Sneerwell’s

^"Color is the main attribute of visual experience that can . 
be described as having quantitatively specifiable dimentions of hue, 
saturation and brightness." from James Bartieson, Robert W. Burnham,, 
and Randall M. Hanes, Color;-A Guide to Basic Facts and Concepts (Mew 
York, 1963), p. 11. -

^Faber Birren, Color Psychology and Color Therapy (Mew York,
1961), p. 138,

/



first costume (See Chapter III, Fig. X), a negligee of green chiffon. 
Wellman refers to green as a color of abundance and health and yet 
Bartleson, Burnham, and Hanes find green to be expressive of ghastli
ness, disease, terror and guilt. "Green is an excellent case in' point. 
As seen objectively, it is cool, fresh, clear and altogether pleasing.
But green illumination shining on human flesh causes a subjective view-

, ) | ̂point that instantly makes the color repulsive." .
It is the designer's feeling that green is a cold color,' asso

ciated with envy and deception and it is for this reason and some of 
the above reasons that Lady Sneerwell■is dressed, in green..

Comedy; How Does It Function
A.play is concerned with the action and behaviors,of people. 

Usually the playwright in writing comedy is extremely objective; his 
comic characters do not claim our sympathies. Comedy, of manners pre- • 
se.nts material -which illustrates the weaknesses of the thinking, plan
ning or' f ashion of the period. The playwright holds them up to 
ridicule and compares them in a ludicrous way with the past or the 
future. He uses laughter, always a great social reformer, to point out 
our absurdities and to compel us to mend our ways.

Mr. L. J. Potts in Comedy says,
. , . whenever men wax out of proportion, overblown, affected, 
pretentious., bombastic, hypocritical, pedantic, fantastically 
delicate; whenever it sees them self-deceived or hoodwinked, 
given to run riot in idolatries, drifting into vanities, con
gregating in absurdities, planning shortsightedly, plotting .

;■ * • K ■" - ' '; - _ ^
^Bartleson, Burnliam, and Hanes, Color; A Guide, p, lh2.\
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dementedly; whenever they are at. variance with their professions, 
and violate the unwritten but perceptible laws binding them in 
consideration one to another; whenever they offend sound reason, 
fair justice; are false in humility or mined with conceit, in
dividually, or in bulk— the Spirit overhead will look humanely 
malign and cast an oblique light on them, followed by volleys of 
silvery laughter. That is the Comic Spirit. 7

In The School for Scandal, life is observed with mind rather 

than with passion. The play is light and playful; inducing smiles, if 

not laughter. It demands particular attention to fashion, prejudices, 

vagaries, gradations, social behaviors, and customs.

The costume designer must keep in mind that the staging of a 

comedy of manners presents a great challenge to the director. In this 

type of comedy, credibility is perhaps the most important fundamental. 

Over-emphasis of any kind immediately shatters our illusion of. reality. 

There is nothing so unfunny as exaggeration in character and situation 

in such a play. Costumes, although they may have some comic elements, 

must never seem to be anything but the fashion of the late eighteenth 

century. The comic elements must be subtle.

The director must establish the comedy mood early in the play. 

This can be done by communicating to the-audience visually, through 

costume, scenery, lights; or"by a sound effect or an amusing piece'of 

business, or a bit of pantomime. There are a variety of methods at the 

director’s disposal. The costumer can help by designing clothes which
'v ■ V ”immediately establish the identity of the character.

■ • ■ •

Inflection is the very essence of playing comedy. This skill,

is a combination of instinct and technique. Technique can be acquired—

L. J. Potts, Comedy (New York, 1958), p. 63,
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the instinct, never. The director may explain the comic implications 
and possibilities, but.if the actor lacks the instinct the results are 
invariably obvious imitations of the director’s suggestions. An actor 
may toy with the ribbons of his cane, or pat a ruffle in place to re
inforce a necessary pause. The costume designer can aid the actor and 
the director by supplying the correct accessories and costume details. 

Comedy must be played with freshness and spontaneity. It must 
have an exhilaration, a sparkle, a sense of a line spoken for the first 
time, in order to inspire laughter in an audience. The costumes too, 
must have that quality of having been chosen by that person, at that 
time, for that particular occasion,

■ Analysis of Characters
In analyzing the characters of The School for Scandal the de

signer was reminded of Cecil Beaton’s comment in The Glass of Fashions
. One could perhaps divide the hierarchy of fashion into three 
ranks; those who play the game and are the sheep; those who 
play the game and are the leaders; and lastly the real shep
herds, who though they avoid or eschew participation, cannot 
help being fashionable because of the authority with which 
they express their tastes.

The characters of The School for Scandal may each be placed 
in one of these three categories. The members of the first group who 
follow every fad and fashion in varying degrees of extremity are:
Mrs. Candour, Sir Benjamin Backbite, Crabtree, Sir Harry Bumper, Care-

\
less. Trip, the Gentlemen, and the two maids. Those in the second group,

■ ' - r- ; .
— ^ —

Cecil Beaton, The Glass of Fashion (Garden City, 1954), p, 54.



who lead fashion hut dress with taste, are: Lady Sneerwell, Lady

Teazle, Sir Peter Teazle, Joseph Surface, Snake and Moses» The last 

group contains the real exemplary characters of the play. They do not 

follow fashion hut because of their good taste, dignity and authority,, 

are well dressed. The members of this group are Sir Oliver Surface, 

Maria, Charles Surface, and Rowley.

The School for Scandal is peopled with members of the "college 

of reputation ruination," those who oppose it and those who are vic

timized by it. They are embodiments of the practices -of society itselfj 

each is a satire on an individual aspect of life in upper-class London 

in the late eighteenth century. Their very names are indicative of 

their characters. "It is comic to fall into a ready made category.

And what is most comic of all is to become a category'oneself into 

which others will fall, as into a ready made frame; to crystallize into 

a stock character. The characters are each charming in their own 

manner, and are among the most popular and enduring personalities in 

the English dramatic repertory, ^

Lady Sneerwell, the dean of the college, is the supreme artist. 

Snake says of her that she "can do more with a word or look than many 

can with the most laboured detail, even when they happen to have a little 

truth on their side to support it (l,i). She is the very personifi- :

cation of malice, yet she is intelligent enough to hide her duplicity
' ' •

• ^ H e n r y  Bergson, "Laughter," Comedy (Garden City, 1956)', p. 157• 
50 ' 'y This quotation and all subsequent quotations and references 

from the play are from: Richard Brinsley Sheridan,, Six Plays (New York, 
195?) ed. Louis Kronenburger.



beneath a disguise of high fashion and wit. The widow of a rich city 

knight, she is luxuriously gowned and perfectly coiffured, in every 

respect, a "fashion plate,"

Lady Teazle is the newest member on the board of scandal. She 

is fresh from the country, recently married to an older man, and newly 

wealthy. She is determined to have her own way in her May-December 

marriage: "Sir Peter, Sir Peter, you may bear it or not, as you pleasej

but I ought to have my own way in everything and what's more, I will too, 

(II, i)." Like so many of the .nouveau riche she goes too far in her debut 

in London society. She is overzealous in her scandal, and too obvious 

in her inventions. As a result she is almost overdressed, but she is 

a lovely and enchanting coquette, excusably foolish in her attempt at 

worldliness.

Mrs. Candour is- the most frank in her brush strokes on the 

slanderous canvas. She is talkative to an extremej although she af

fects good nature and kindness, her slander is almost as wicked as ^ 

Sneerwell's. Joseph Surface says of her: "Whenever I hear the current

running against the character of my friends, I never think them in such 

danger as when Candour undertakes their defense (l,i)." She is a bub

bling and bustling woman, of comparatively gentle birth, and a trifle 

overdressed for her years and station.

Maria stands on the brink of insipidness. "She who could be 

the Millamant of"the piece, is not allowed (as though the presence of 

wit implied the absence of virtue) to be pert or amusing at alio"'’"*"

(

. ^"Scronenburger, "Best of Sheridan," Theatre Arts, p. 29=
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.However, she is saved from being merely a dull, saccharine ingenue by 
her contrast to Sneerwell and her court. Maria, wholesome, sweet, and 
pure, is sickened by the hypocrisy and duplicity that she finds about 
her, and she makes no attempt to hide her repulsion behind a mask of 
wit. "For my own part, I own, madam, wit loses its respect with me, 
when I see it in the company with malice ( l , i ) T h i s  positive quality 
gives her much needed strength in combating the negative forces that 
threaten to diminish her dramatic effectiveness. She dresses with 
taste and with delicate, soft- simplicity, emphasizing her innocence and 
chastity.

Sir Peter Teazle, a wealthy city gentleman of middle age, is 
recently wed to a vivacious young girl,of country gentry birth and 
breeding. "When an old bachelor marries a young wife what is he to 
expect? . . .  I am sneered at by all my acquaintance, and paragraphed 
in the newspapers. She dissipates my fortune, and contradicts all my 
humours; yet the worst of it is, I doubt I love her, or I should never 
bear all this (l,ii)=" He is in love with the high-spirited and.ex
travagant Lady Teazle, but frustrated by her spending and her associa- • 
tions with the scandalmongers that gather in Lady Sneerwell’s boudoir. 
He is conservative but he dresses fashionably as befits a city gentle
man of means.

Joseph and Charles Surface are the chief examples of the 
"exterior appearance versus inner reality" theme in The School for 
Scandal. They are opposites in virtue and in thought. Joseph is seem
ingly a model of the eighteenth century man of sentiment, but Lady

. p ! ■ r
Sneerwell sees the real Joseph; "I know him to be artful, selfish and
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malicious~~in short a sentimental knave (1,1)„" Charles appears to be 

an obvious rake. In the final account Joseph is unmasked as a canting 

hypocrite and Charles' real nature is made known to all of those who 

doubted his nobility, gentility and respect for others. Joseph and 

Charles are easily recognized as literary descendants of Blifil and his 

erring step-brother in Henry Fielding's novel Tom Jones. With closer 

study it becomes easy to recognize in Charles, both good and bad char

acteristics of Sheridan himself. Their visual appearance is character

istic of their exterior impression. . Joseph is impeccably dressed, 

every inch a gentleman, after the dictates of the eighteenth century 

"cult of correctness." Charles, although he is, as Lady Sneerwell 

says: "bankrupt in fortune and reputation (l,i)," still maintains a

style and flair characteristic of young men of fashion. His clothes 

may be old and a bit threadbare, but the way in which he wears them, 

make such meaningless faults unnoticeable.

Sir Oliver Surface, uncle to the Surface brothers and old 

friend of Sir Peter Teazle, is the stabilizing force of the play. He 

'is liberal in that he•does not judge his nephews on the slanderous 

heresay of Charles' detractors or the praise of Joseph's applauders.

He is conservative and staid to an extent, but he has had his wilder 

days when he and Sir Peter once "railed at matrimony (l,ii)" and laugh

ed at married men. He is more open-minded than his friend and his 

clothes reflect this in their cut and taste, ,. .

Sir Benjamin Backbite and his "odious uncle (l,i)," Crabtree,
-

are among the most familiar characters in dramatic literature, the fop



and the pantaloon« They are reminiscent of Shakespeare's Slender and 

Justice Shallow in T h e 'Merry Wives of Windsor. They are slanderous b e - . 

cause it is the vogue to be false and vicious. Sir Benjamin is a com

plete and pretentious fop, Sheridan's delicious satire on the famous 

"macaronis." Crabtree is a thoroughly despicable, gossipy, cranky, 

and deplorable old man; he is by far the most malicious of the slan- 

derers. This pair of unnatural beings wear the most outlandish clothes 

of all the characters in The School for Scandal. They follow every fad, 

and dress to suit the most extreme of fashion's mirrors.

As with most of the other characters, Snake's name gives an in

sight into his character. He is slippery and venomous, the perpetrator 

of Lady Sneerwell's more unsavory jobs. He is the man employed' to 

carry her tales and to insure their barbs reaching the intended target. 

He is a lower member of the upper-class who stays in the shadows of the 

brighter satellites that revolve about his mistress in order to more 

effectively plant his nuggets of scandal. However, Joseph Surface fore

sees Snake's later reversal. In his lines to Lady Sneerwell Joseph 

says2 "that fellow hasn't virtue to be faithful even to his own vil

lainy (l,i)." He is dressed fashionably yet darkly conservative.

Sir Harry Bumper is a man of little character and great appe

tite; "there's Sir Harry diets himself for gaming, and is now under a 

hazard regimen (lll,iii)." He is a drinking companion to Charles Sur

face, and in a mild subtle manner akin to Shakespeare's Falstaff. He 

is of considerable girth and dresses with a flamboyance that is charac

teristic of a large and well-fed parasite.

47



Moses, the moneylender, is portrayed in much the same stereo
typed manner as were most of the usurers in British literature. He is 
in the tradition of Shylock; a man of few scruples and a small amount 
of pity, yet presented with a certain comic flavor. Rowley tells Sir 
Oliverr "this . . .• is a friendly Jew, who, to do him justice, has done 
everything in his power to "bring your nephew to a proper sense of his 
extravagance (lll,ii)." He dresses in Conservative eighteenth century
garb, but retains the orthodox hair and,beard. His only sign of wealth

52is his heavy watch job, with an appropriate number of seals.
Rowley is the faithful family retainer, a familiar character. 

Even after his master is (lead he remains to serve the family. He has 
more insight than most of his superiors in class, money and wit, for he 
is able to see and appreciate Charles* true nature. He dresses in a 
subdued manner with touches characteristic of country servants.

The maid to Lady Sneerwell is of a high order among servants, 
for she serves a mistress of wealth and renown. She receives cast-offs, 
as did most of the servants, as a supplement to their meager wages. In 
the first scene." of the play she assists Lady Sneerwell in her toilette 
and arranges her wig. According to tradition and propriety, she wears, 
clothes cut on simpler lines than does Lady Sneerwell and adorned with 
a few touches of luxury.

52 '"The Jewery of eighteenth century London was not a ghetto
in its present connotation; the Jews of this period could not hold 
property and therefore they became money lenders. Sheridan was kind
er in his treatment of the Jews, than any other British playwright." 
Cantor Maurice Falco.
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The maid to Lady Teazle is of a lower class than the maid to 
Lady Sneerwell» Although Lady Teazle attempts to maintain taste in all 
thingsf this maid was, most likely, brought from the country with her. 
Therefore, her clothes are coarse but more colorful than those of Lady 
Sneerwell1s maid,

Trip is servant and valet to Charles Surface, and, as his mas
ter has fallen on lean times, so has he,: Trip reflects his master’s 
condition and serves as an introduction to Charles himself. In an aside 
Sir Oliver expresses his doubts to the audience: "If the man be a shad
ow of the master, this is the temple of dissipation indeed (lII,ii)S" 
Trip has always depended upon his master’s hand-me-downs and he has had 
to resort to more devious methods of attaining his fineries.

Careless is a brawling and drinking companion to Charles, He 
dresses, as did many of the dashing young men about town, with great 
flair and virility. The other two gentlemen who appear in that scene 
are dressed in much the same manner.
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COSTUME DESIGNS

The following descriptions are of the plates in the second 
half of this chapter

CHAPTER III

Descriptions
In the opening scene of the play, Lady Sneerwell wears a neg

ligee or combing coat (Fig, l) in which she prepares her toilette and 
receives callers, Green was chosen for this costume as it is a cool 
color, denoting envy and deception. Green suggests a "sensitivity to
.social custom and etiquette, a delight in others* scandals while avoid-

53ing them in one’s own household," This costume is of green chiffon
5kover hlue-green taffeta and is cut with a Watteau hack. The under ■ 

skirt is of grey-lavender chiffon over blue-green taffeta. The green 
and lavender striped satin cap is removed in the first scene by the 
maid, and replaced with an elaborate wig. The lavender neck bow is of 
silk illusion, a fine, plain transparent tulle, The green chiffon , 
fichu draped about the neck is gathered at the waist with a lavender 
satin cummerbund, The sleeves, tight to just above the elbow, are

5-2This analysis of color and all others contained in this 
chapter are from Faber Birren, Color g A Survey- in Words and Pictures 
(New Hyde Park, 1963), pp, 192-201.

^The fullness in the back of the gown is box-pleated at the 
neck and descends to merge with the skirt,



trimmed with three tiers of green chiffon ruffles which fall to slight

ly above the wrist. The ruffles are edged in lavender velvet ribbon, ■

as is the bow at the top of the three tiers. The fan is of green silk
. . : • ■

tied to Lady Sneerwell's wrist with lavender ribbons.

Lady Teazle first appears in the opening scene of the second act 

wearing a gown of rose velvet; rose, a modification of red, is~— univer-. 

sally appealing and deeply emotional, a color preferred by extroverts." 

There are buttons down the entire front of the bodice and skirt on an 

off center line; however, most of the buttons on the skirt are left un

done, allowing the over skirt to be draped up on the right side and 

caught with a green grosgrain ribbon bow (Fig. 2). The overskirt is 

lined with avocado green satin and the under skirt, so revealed, is of 

yellow, gold, and red striped satin. The neck bow is of yellow silk 

illusion. The fichu, of peach chiffon over rose, is edged in small 

white lace. The sleeves are tight fitting, ending in a puff over the 

elbow, and finished with two rows of peach and yellow chiffon ruffles 

edged in white lace. When she appears in Lady Sneerwell’s boudoir in 

the second scene in Act II, she wears a large brimmed hat with a high 

crown of yellow satin lined in pink,. The hat hand is ©f -alternating 

rows of green grosgrain and velvet ribbon with loops falling from the 

upturned brim of the same material. The hat is trimmed with three gold 

ostrich plumes.

Mrs. Candour, as she descends from her coach at Lady Sneerwell’s 

door (l,i), wears a coat-dress of dark aqua velvet (Fig. 3)• This color 

a Variation of blue, denotes a character who likes to be "admired for 

(his) steady character . . . wisdom and sagacity, although truth may be



that (he) may spend little effort to warrant that admiration." The 

over dress^ fastened at the waist with two gold chains, has non-

practical button holes and tassel trimmed buttons. The wide double
' ' ' ; '

revers or lapels are of light aqua satin bound along the edges with the
‘

aqua suit velvet. The under skirt is of dark green satin trimmed with 

two bands of dark green velvet ribbon. Mrs. Candour's natural hair, 

smoothly dressed in front but rising to high curls on the top and in 

the back, falls in ringlets along her right cheek. A small yellow straw 

hat, trimmed with loops of aqua and yellow striped ribbon, is worn 

toward the front of the head, slanting up from the hair line. The 

waistcoat of white and gold brocade is fastened with small gold but

tons. Mrs. Candour, following the ostentatious fashion wears two gold 

watch fobs suspended from the points of the waistcoat. The underblouse> 

of a fine cotton, is cuffed at the wrist, and has a masculine type of 

stock tied at the throat. The sleeves of the over dress, almost wrist 

length and slightly flared, are split up several inches, bound with 

aqua satin trim, and finished with tasseled buttons, as on the front 

of the dress.

Maria wears a soft, simple gown of grey chiffon over pink taf

feta (Fig. 4) when she rushes into Lady Sneerwell's dressing room to 

escape Backbite and Crabtree. "Grey is passive . . .  a mark of caution,

a compromise between great exactness, and a search for composure and .
. . , ' ’ . -

peace." Pink-denotes "charm, softness and warmth of nature . . .  a de

sire for life to be good and never bad." Maria's hair is worn naturally 

and falls down her back in curls. Her hat of grey velvet, which is 

lined in tucket pink satin, is. curved to fit the head, tied beneath the

52
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chin with grey chiffon, and trimmed with a bunch of yellow and red 

flowers- The shawl-like fichu of pink batiste edged with tiny white 

lace is held in at the waist with a pink taffeta cummerbund, and tied 

in a bow in back with long streamers. The upper sleeve is puffed with 

a double ruffle of grey and grey-white chiffon, with an under sleeve of 

white taffeta, which is tight fitting, wrist length, and ends with a 

small ruffle- :

When Lady Sneerwell comes to Sir Peter's house smelling a 

scandal, she wears a visiting dress of rose satin, edged with yellow 

silk organza ruffles and split in the front to reveal a yellow-green 

satin underskirt trimmed with the same ruffles (Fig. $)- The color 

rose denotes a "craving for affection," and yellow a "nervous drive 

and a search for great self-fulfilment." She wears a large pink taf

feta mob cap edged in yellow silk organza ruffles, draped with loops of 

green velvet ribbon, and topped with tiny green ostrich plumes. The neck 

bow of yellow silk illusion is trimmed with a small green velvet bow.

The fichu is a band of pink chiffon ruffled on either side with yellow 

ruffles. The sleeves are tight to the elbow and finished with a turned 

back cuff of pink chiffon and a yellow ruffle.

When she goes to meet her supposed lover, Joseph Surface, Lady 

Teazle dresses at her finest. Her gown is of lavender velvet (Fig. 6) 

with a split front skirt revealing an underskirt of gold and lavender 

brocade. Lavender is indicative of a person "civilized,, neat, expert 

in social ways." Characters who incline toward lavender "have an apt’ 

wit and on occasion use it sharply to get their own way." Gold denotes



a love of modern things, and a craving for admiration. The neckline is 

square; the front of the bodice is of the same brocade as the under

skirt and trimmed with a verticle row of large dark lavender velvet bows,
. ' ' ' ) '

Lady Teazle wears a wide-brimmed, straw hat with a low crown and lavender

satin band. Under the hat is a small mob cap of white batiste. Around 

her neck she wears a narrow velvet ribbon band from which is suspended 

a tear-shaped pearl. The long and tight fitting sleeves are trimmed 

with band and bow at the wrist of dark lavender ribbon. The sleeve is 

finished with a narrow yellow chiffon ruffle, and she carries a yellow 

silk fan painted with lavender figures which is tied to her wrist with 

purple satin ribbon.

For her second appearance, as she rushes to hear of the 

Teazles * scandal, Mrs. Candour wears another coat dress of rust-brown 

brushed corduroy, split down the front and fastened with buckles 

(Fig. Y ) « Brown, in this case, shows a desire to display "conscientious 

performance of duty." The two bottom buckles on the skirt are left un

done. The underskirt, of gold satin, is trimmed with a double row of 

brown braid. The double-breasted waistcoat is of pink and gold striped 

satin. Filling in the square neckline is a pink chiffon fichu. The hat 

has a large crown of puffed pink satin and a curved bill of yellow straw. 

It is trimmed with a row of brown satin niching and a pink velvet bow.

The neck bow is of pink velvet. The sleeves, tight to the elbow, cuffed 

and ruffled with pink chiffon, are finished with the buckle trim used on 

the front of the dress.

The gown worn by Maria in the third scene of the last act, when 

she is at last united with her true love, Charles, is of blue chiffon

54



55
embroidered with black, which is over white taffeta (Fig, 8), Blue was 

chosen for Maria because it denotes conservatism and "acceptance of ob

ligations," The mob -cap, of blue taffeta and' white ruffles, is trimmed 

with a pink velvet bow. The hat, which is worn over the mob cap, is * 

blue velvet banded with pink-velvet and tied under the chin with pink 

chiffon. The fichu, made of blue chiffon over pink, is edged with three 

rows of white lace, and is fastened at the bottom with a broach on a 

small pink ribbon bow. The over sleeve is tight to the elbow, and has 

two rows of blue chiffon ruffles edged with white.-lace. The under 

sleeve extends to the wrist, ending with a band and bow of black ribbon 

and a white ruffle. A large black satin bow, the ends of which are 

tasseled, is fastened at the waist in the back of the dress.

Sir Peter Teazle wears a coat of dark blue broadcloth, blue 

being a "secure, sedate" color, collared with yellow velvet (Fig. 9)•

He wears' his powdered hair combed back smoothly and tied at the neck 

with a black velvet bow. His high collared vest is of pale green satin 

and his breeches are black velvet; both are trimmed with black buttons. 

The.shirt and stock are of fine white cotton, his stockings are of 

white silk, and his slippers are of black satin. The sleeves of the • 

coat are slightly fitted with a three button placket at the cuff.

Scene two of the third act is of a casual nature, therefore, 

Charles Surface wears no coat (Fig. .10.). Beige, a variation of brown, 

shows a "dislike for impulsiveness or showiness." Gold Is an intellec

tual and idealistic color, "modern, contemporary and challenging."

Blue is associated with "introspection, conservatism and acceptance of
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obligationso" . Charles1 shirt, of beige cotton, is open in the front 

and ruffled in a boyish style. His.vest of blue brocade is worn open 

and turned back at the top to show the beige pin striped lining, He 

wears gold satin trousers, fastened at the knee with four brown buttons
b • , *

and a brown velvet bow, white stockings,' and black buckled slippers.

His hair is worn untied and unpowdered. Later, he wears a beige and 

black pin striped coat with a green velvet collar and lining (Fig. ll).

He also wears a red and white vest with a turned back collar, a white 

shirt with a wrapped and tied stock,and a black felt hat.

Joseph Surface, when he comes to call on Lady Sneerwell and to 

plot against his brother, wears a suit of dark green velvet (Fig. 12).

The coat is left open and is trimmed with green buttons and loops.

Green was chosen for the same reasons as for Lady Sneerwell1s negligee 

(Fig. l). Joseph's hair is powdered, combed back, and tied with a black 

satin bow. The vest, of green satin and fastened with three rows of 

small green buttons, has a turned back collar of yellow and green striped 

satin. He wears a white silk shirt with a wrapped and tied stock, white 

stockings, and black buckled slippers. The breeches are fastened with 

buttons at the knee.

On his return to London from the Indies, Sir Oliver wears a 

■brown wool coat-of-many-capes, trimmed down the front and on the cuffs 

with tabs and buttons (Fig. 13). Brown was chosen for this costume be

cause it is indicative of a person who is "conservative by nature rather 

than by choice. It denotes a conscientious performance of duty, par- . 

simony and shrewdness with money." Sir Oliver wears his hair powdered
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and fastened in a bag. His vest is of dark blue velvet, and his trou

sers are of light aqua satin. Dark blue is suggestive of "steadiness" 

and "deliberation," while aqua "unmistakably indicates an exacting and 

discriminating individual." His stock is wrapped and loosely tied. He 

wears a silver watch fob, black leather boots, and a brown felt hat 

banded in black and white striped ribbon. ___

Sir Benjamin Backbite, upon arriving at Lady Sneerwell's house, 

enters her boudoir in search of Maria wearing a pink velvet coat trimmed 

• with a double row of black buttons, and white satin breeches fastened 

at the knee with pink buttons and pink and yellow velvet bows (Fig. lk). 

A use of pink here indicates "wealth, social and financial advantage;" 

there is also an association with "little girls and things feminine," 

White is emotionally neutral. Yellow indicates a "love for things mod

ern, and contemporary" and a desire for "admiration for (one's) sagac

ity." Backbite's wig is white, curled over the ears, and dressed with 

a cascade of ringlets tied with a large green and yellow striped ribbon 

bow. His vest, of green and yellow brocade, is fastened with a double 

row of black buttons. He wears an oversized white lace jabot, pink and 

white striped stockings and black slippers. .He carries a walking stick 

with streamers of pink and yellow velvet ribbon.

Crabtree, accompanying his nephew to Lady Sneerwell's in the 

opening scene, appears wearing a suit of black velvet, the coat of which 

is trimmed in gold braid and collared in black satin (Fig. 15). Black 

is indicative of "sophistication" and green of "disease and repulsive-' 

ness." His vest of dark green satin edged with gold braid is. comple

mented by.a loosely tied stock of white silk. His natural grey hair is
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slightly powdered and tied back with a black satin bow. His black felt 

high-crowned hat is banded with yellow, green, and red ribbon. Ribbon 

streamers and ribbon loops flow from the band and crown. The— cuff's of 

the close fitting sleeves are also trimmed in gold braid.

Snake, Lady Sneerwell's henchman, is attired in a suit of dark 

grey velvet with a silver colored satin collar and cuffs, a blue satin 

vest and a jabot trimmed with white lac6 and a tiny red bow (Fig. 16). 

Grey often indicates a "passive" quality, a "life on an evenkeel . . . 

neatly in the middle." The curls of his white wig are tied with a 

white satin ribbon. His stockings are grey and his shoes are black.

He wears a watch fob of silver set with jet beads.

Rowley first appears in the second scene of the first act talk

ing to Sir Peter and pleading to save Charles’ reputation. He wears a 

brown suede country style coat with a small collar and cross-stitching 

at the armhole seams (Fig. 17)« "Brown is an earthy color and goes 

with sound and substantial people." His hair is loose, grey, and re

ceding, and he carries (or wears) a brown felt hat banded in black.

His coarse cotton stock is tied loosely. His brown and grey striped 

corduroy vest is buttoned up the front, and his ill-fitting breeches 

are of fust wool. He wears brown wool stockings and buckled black 

leather shoes. In the drinking scene at Charles• house, Sir Harry 

Bumper wears a yellow velvet coat with wide cuffed sleeves, and white 

satin lapels (Fig. 18). Yellow is a color "cheerful and incandescent 

in appearance." His hair, worn naturally, is curled over the ears and 

tied at the back.- His shirt and stock are of white cotton< His green
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and red striped satin vest,.with.one lapel turned hack, is fastened 

with black buttons and trimmed with a green bow. His breeches are pale 

yellow broadcloth, and his boots are black leather.

Moses wears a suit of rust brushed corduroy with widely cuffed 

sleeves and slightly fuller pants than was fashionable (Fig. 19)• He 

wears his hair and beard in the accepted Jewish fashion. His waistcoat 

is gold brocade adorned with a heavy gold watch job, and his white cot

ton stock is trimmed with lace. He wears brown stockings, brown leather 

shoes, and a brown felt hat.'

The maid to Lady Sneerwell is dressed in grey taffeta (Fig. 20), 

an appropriate color for a proper servant. Her hair is natural and is 

simply dressed. She wears a small white lawn mob cap trimmed with a 

grey-lavender velvet bow. The neck-line of her dress is V-shaped, . 

with white lace ruffling and filled with a fan-pleated insert.- The neck 

is trimmed with a grey-lavender velvet bow at the point. Her sleeves 

are tight to the elbow and finished with a white lawn turn back cuff and 

ruffle. Her apron is white lawn and inset with white lace. She wears 

white stockings and black shoes.

The maid to Lady-Teazle retains, a few of her country touches, . 

although her mistress has attempted to refine her. Her dress is pre

dominately rust-orange jersey, a "mellow color, less primitive than 

red."(Fig.‘ 21). Her hair is natural and dressed fairly simply. Her 

mob cap is white batiste with a knife-pleated ruffle and a blue satin 

bow in front. The full fichu is white cotton, knotted below the bosom. 

The over skirt is split in front, and is draped up and fastened by blue
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satin bows. The under skirt is vertically striped with blue and is 

gathered in at the knees and finished at the bottom with a wide hori

zontally striped band. The top* of this band is trimmed with a—white 

ruffle. Her sleeves are tight to the elbow with a white cotton turn 

back cuff and ruffle. She wears white stockings and black leather shoes

Trip, servant to Charles Surface, dresses in his master's hand- 

me-downs (Fig. 22). His hair is unpowdefed and tied with a blue bow.

His stockings are light blue and his shoes are black leather. His white 

full-sleeved shirt has a loosely tied stock at the neck. He wears a 

grey and black striped satin double-breasted vest with a deeply curved 

neckline. A bit sloppy in his appearance, he wears the vest open. His 

breeches are olive green broadcloth with the buttons at the knee left 

undone.

Careless, a drinking companion of Charles, is dressed to sug

gest the flair in which late eighteenth century highwaymen attired 

themselves (Fig. 23)« He wears his hair unpowdered and tied with a 

black bow at the back of his neck. His full sleeved shirt is light 

blue and the stock is loosely tied. He wears a double-breasted, square 

necked, turquoise and black brocade vest with square black velvet lapels 

His breeches are brownish-yellow velvet buttoned at the knee. His black 

leather boots have curved tops and are trimmed with tassels at the back.

The Gentlemen are also drinking companions of Charles and repre

sent two factions of London high life (Fig. 24)» The First Gentleman 

is, perhaps, the wild younger son of a noble family. He wears a white 

silk shirt with a bow-tied stock. His vest is brown velvet with a high
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Standing collar and a curved lower edge. His breeches are brown and 

white striped satin, fastened at the knee with buckles» He wears white 

stockings and black satin slippers. The Second Gentleman might be a ■ 

member of the newly popular military set,. He wears a white shirt of 

silk with a formally tied stock. His single breasted white vest has a 

small stand up collar and small flap pocketsj the entire vest is bound 

in red.' He wears dark blue broadcloth breeches and black leather boots 

pointed up at the knee,which are trimmed with .tassels in the front. •

• . ' . . ' . ■ ' , ; Plates . ; . i

The following plates are described on pages $0 through 6l.
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■

Fig. 1. Lady Sneerwell I,i
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Fig. 2 Lady Teazle II,i



Fig. 3« Mrs. Candour I,i.
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Maria I,i.Fig. 4
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Fig. 5. Lady Sneerwell IV,iii.
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Lady Teazle IV,i.Fig. 6
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Mrs. Candour IV,iii.Fig. 7
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Fig. 8. Maria V,iii.



Fig. 9- Sir Peter Teazle II,i
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Charles SurfaceFig. 10
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1

V

Charles Surface IV,1.Fig. 11.



Joseph Surface I,i.Fig. 12



Fig. 13. Sir Oliver Surface I,ii.



14. Sir Benjamin Backbite I,i.



Crabtree I,jL.Fig. 15
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Fig. 16 Snake I,i.





18 Sir Harry Bumper



Fig. 19 Moses III,i



Fig. 20 Maid to Lady Sneerwell I,i



!

Fig. 21 Maid to Lady Teazle III,iii



Fig. 22



Fig. 23. Careless



Fig. 24. First and Second Gentlemen III,ii.



CHAPTER IV

. i .
CONCLUSION

The costume designs for the production of the play, The School 

for Scandal, scheduled by the Department of Drama, University of Arizona, 

for the spring semester of 1970, have had to be completed without the 
designer's knowledge of the set and lighting designer's plans. It was 

assumed that the setting would have the flavor of the voluptuous style 

of the Rococo with its subtle play of curves, swirling, asymmetrical 

forms, free-flowing lines and delicate coloring without much contrast. 

When the set designer's plans are completed, it may be necessary to 

change some of the costume colors or color values. The light color me

dia selected may also demand some adjustment in the color scheme chosen 

by the costume designer.^ All three fields of design must work together 

to complement and enhance the comedy.

Another factor which may call for alteration or modification of  ̂

. the costume-designs, is the individual cast to play the part. The size, 

coloring, gracefulness, and personal preferences must all be taken into 

consideration. For instance, if a short, stocky woman was cast as Lady 

Sneerwell, the design for her second gown (Fig. 5) would require certain 

revisionsj the skirt would have to be less voluminous, the curved lines 

of trim on the skirt eliminated, and the size of the wig’reduced. It is 

well known that certain colors are unbecoming on some people. Redheads 

wear red with little success; blonds frequently look sallow in yellow;

. ; . " 86 - ; ■■. ' : ' - -
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olive-skinned brunettes often look dull and drab in browns and greens. 

Lack of gracefulness is usually due to poor coordination or lack of 

body symmetry. There are many methods the costume designer can use to 

help the individuals with these problems: by eliminating a train, re

ducing the size of wrist ruffles, by creating a design which looks well 

with dark hose for the bow-legged man. The actor's costume must fit 

well, he must feel at home in the garmetit, he must look as well as pos

sible and know it. Many actors are extremely sensitive to color. The 

costumer can use an actor's preference for a certain color by incor

porating it into his costume. A touch of scarlet may give the actor, 

who is stimulated by the color red, a sense of satisfaction and ease 

in his costume.

Another factor affecting the costume designs is the money 

available for construction. Because the budget for each production 

in the school year, 1969-1970, has not been set, the designer had no 
figures available. In addition, the purchase of fabrics will be made 

in the spring of 1970, therefore, the materials suggested by the design
er may not be available at that time. These two factors may affect the 

final translation of the designs into actual garments.



APPENDIX A

A CHART OF COLOR ASSOCIATION

Color may have contradictory qualities, depending upon the 

particular viewpoint of the observer. Therefore, no list of color " ' 

associations is adequate unless the subjective as well as the objec

tive aspects are taken into consideration.

To some extent the designer relied on this chart of color 

compilation for use in the theatre by James Bartleson, Robert Burnham, 

and Randall M. Hanesj Colors A Guide to Basic Facts and Concepts.

New York? Willy and Sons, Inc., 1963.
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COLOR GENERAL
APPEARANCE

MENTAL
ASSOCIATIONS

DIRECT
ASSOCIATIONS

OBJECTIVE
IMPRESSIONS

SUBJECTIVE
IMPRESSIONS

Red Brilliant, 
intense, 
iOpaque, dry

Hot, fire, 
heat, blood

Danger, 
Christmas, 
Fourth of 
July,
St - Valentine, 
flag.

Passionate, 
exciting, • 
fervid, 
active

Intensity, 
rage, rapid,' 
fierce

. Orange Bright, 
luminous, 
glowing

Warm,
metallic,
autumn

Halloween,
Thanksgiving

Jovial, 
lively, 
energetic, 
.forceful

Hilarity,
exuberance

Yellow Sunny,
incandescent,
radiant

Sunlight Caution Cheerful,
inspiring,
vital

High spirit, 
health

Green Clear,
moist

Cool, water/ 
nature

Clear,
St. Patrick’s 
Day

Quieting,
refreshing/
peaceful,
nascent

Ghastliness,
disease,
terror,
guilt

Blue Transparent,
•wet

Cold, sky, 
water, ice

Service, 
flag .

Subdued,
melancholy,
sober

Gloom,
fearfulness, 
furtiveness

-.'•Purple .Deep, soft,‘ 
■ atmospheric

Cool, mist,
darkness,
shadow

Mourning,
Easter

Dignified,
pompous,
mournful

Loneliness, 
desperation

li White Spatial,
light

Cool, snow Cleanliness, 
Mother's Day, 
flag

Pure, clean,
frank,
youthful

Brightness of
spirit,
normality

Black Spatial,
darkness

Neutral,
night,
emptiness

Mourning Funereal, 
ominous, 
deadly, 
depressing

Negation of
spirit,
death

coxo



APPENDIX. B

ESTIMATES OF COSTUMES

This appendix contains the yardage required for each costume 

and the cost of material based on the price of each fabric at this 

time, August, 1969/ It must be remembered that this listing is based 

upon an unlimited budget and will have to be revised when the costumes 

are actually constructed«
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Lady Sneerwell
9 yards chiffon '
8 yards taffeta 
8 yards chiffon 
8 yards ribbon #5 
2 yards satin 
1 yard silk illusion

Fig. 1

Fig. 2

(overdress)
(lining underdress)
(sleeve ruffles) 
(sleeve, sash, neck) 
(cap) .
(neck band)

@  $1.19 $ 10.71
@ .69 5.52
@ 1.19 9.52
@ .11 . .88
@ 1.95 3.90
@ 2.25 2.25

32.78

Lady Teazle

10 yards velvet (overdress) 2.95 29.50
7 yards satin (skirt lining) 1.95 13.65
7 yards striped satin (underskirt) @ 2.65 18.55
6 yards chiffon (collar, ruffles) @ 1.19 7.14
10 cards buttons (dress) @ .59 5.90
5 yards ribbon f9 (trim) @ .20 1.00
2 yards buckram (hat) @ .65 1.30
3 yards hat wire (hat) @ .02 .06
3 plumes (hat) @ 1.75 - 5.25
U yards satin

Fig. 3 Mrs.

(hat)

Candour

@ 1.95 7.80
90.45

9 yards velvet (overdress) @ 2.95 26.55
7 yards satin (underskirt) ~ @ 1.95 13.65
2 yards brocade (vest) @ 3.95 ■7.90
2 yards batiste (undersleeves) @ .69 . ' 1.38
2 yards satin (dress collar) @ 1.95 3.90
8 tassels (trim) (g .75 6.00
if- cards buttons (trim) @ .65 2.60
4 yards ribbon #16 (hat) • @ .25 1.00
2 yards buckram (hat) . @ 1.00 2.00
2 yards hat wire (hat) .08 ol6
10 yards velvet ribbon (skirt trim) @ - .30 3.00

68.14
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Fig. 4 Maria
9 yards chiffon (dress) @ $1.19 $ 10.71
9 yards taffeta (underdress) @ .69 6.21
3 yards batiste . (collar) , @ .69 2.07
4 yards taffeta (sash) @ .69 2.76
1 yard buckram (hat) •@ 1.00 1.00
1 yard hat wire (hat) @ .08 ' .08
1 yard velvet (hat) @ 2.95 2.95
2 sprays flowers (hat) @ .65 1.30
2 yards chiffon

(trim collar, sleeves)
@ 1.19 2.38

10 yards lace @ .18 . 1.80 
31.26

Fig. 5 Lady Sneerwell . . . .

9 yards satin (overdress) @ 1*95 17.55
7 yards satin (underskirt) @ 1*95 13.65
5 yards silk organza (ruffling) @ 1.29 6.45
2 ostrich tips (cap) @ .85 .1.70
3 yards ribbon (cap) .11 ' .33
1 yard taffeta (cap) @ .69 .69

4037

Fig. 6 Lady Teazle

9 yards velvet (overdress) @ 2.95 26.55
9 yards sheath lining (lining overdress) @ ,60 6.21
7 yards brocade (skirt) @ 2.95 - 20.65
4 yards nylon chiffon (sleeve ruffles) @ *79 . 3.16
4 yards velvet ribbon #9 (bows) @ .4o 1.60
4 yards satin ribbon #9 (hat) @ .20 .80
3 yards batiste (cap) @  .69 2.07

61.04



Fig. 7 Mrs. Candour
9 yards brushed corduroy (overdress) @  $1.00 $ 9.00
7 yards satin (underskirt) @  1.95 13.65
2 yards striped satin (vest) @  1.95 3.90
2 yards satin • (hat and trim) ' @  1.95 3.90
2 yards buckram (hat) 1.00 2.00
2 yards hat wire (hat) @ . .08 ■ .16
2 yards ribbon #9 (hat) @ .20 .40
5 yards velvet ribbon #5 (buckles). @  .30 1.50
7 buckles (trim) @  .69 , 4.83: 39.34

Fig. 8 Maria

9 yards chiffon (overdress) @ 1.19 10.71
9 yards taffeta (lining) @ .69 6.21
5 yards chiffon (ruffles, collar. cap) @ 1.19 5.95
3 yards ribbon #5 (trim) @ .11 .33
6 yards ribbon fl6 (sash) @ .25 1.50
10 tassels (sash) @ .75 ’ -7.50
1 yard buckram (hat) @ 1.00 1.00
1 yard hat wire (hat) @ .08 .08
1 yard velvet (hat) @ 2.95 2.95
4 yards ribbon fl6 (hat) ‘25 1.00

37.23

Fig. 9 Sir Peter Teazle

5 yards broadcloth (coat) @ 2.95 14.755 yards sheath lining (coat lining) @ .69 3.451 yard velvet (coat lapels) @  2.95 2.953 yards velvet (breeches) @  2.95 8.85
1 yard satin (vest) . @  1.95 ' 1.955 yards, cotton batiste (shirt, ruffles,stock) @  .69 3.45
4 cards buttons (vest) ' , @ .39 . 1.56
4 cards buttons (coat, breeches) @ ■ .69 2.76

39-72



Fig. 10 Charles Surface
5 yards cotton batiste (shirt, stock) @ $ .69 $ 3.45
3 yards satin (breeches) @ 1.95 ' 5.85
2 yards brocade (vest) @ 1.95 3.90
2 cards buttons (breeches) @ .69 1.38
3 cards buttons (vest) @ .59 1.77
6 yards velvet ribbon #3 (breeches) @ . .25 • 1.50

Fig. 11 Charles Surface :

5 yards brushed rayon (coat) @ I .69 8.45
5 yards delustered satin (coat lining) @ 1.95 9.75
2 yards striped taffeta (vest) . @ 1.49 2.98
5 yards cotton batiste (shirt, stock) @ .69 3.45
4 cards buttons (vest, coat, breeches) ■@ .69 2.76
2 yards buckram (hat) @ 1.00 2. do
2 yards hat wire (hat) @ .08 .16
1 yard felt (hat) @ 1.98 1.98

31.53

Fig. 12 Joseph Surface

8 yards velvet (coat, breeches) @ 2.95 23.60
5 yards sheath lining (coat lining) .69 3.45
1 yard satin (vest) @ 1.95 1.95
l/2 yard satin (coat lapels) @ 1.95 .98
5 yards cotton batiste (shirt, stock) @ .69 3.45
5 cards buttons (vest) @ .59 2.956 cards buttons . (coat, breeches) @ .69 4.14
6 yards braid (coat) : @ .35 2.10

42.62

Fig; 13 Sir Oliver Surface

9 yards wool (coat) 2.95 26.555 yards sheath lining (coat lining) @ . .69 3.453 yards satin (breeches) . @ 1.95 5.85
1 yard velvet (vest) @ 2.95 ' 2.955 yards cotton batiste (shirt, stock) - ' @ .69 ‘ 3.453 cards buttons (coat) @ •79 2.371 yard buckram (hat) @ 1.00 1.00
1 yard hat wire (hat) @ .08 .08
1 yard felt (hat) 1.98 1.98W7b8



Fig, 14 Sir Benjamin Backbite

5 yards velvet (coat) @  $2.95 $ 14.75
5 yards sheath lining (coat lining) @ .69 3.45
3 yards satin (breeches) @  1.95 5.85
1 yard brocade (vest) •@ 2.98 2.98
k yards cotton batiste (shirt) @ .69 3.45
2 yards lace (stock, ruffles) @  1.75 3.50
8 cards buttons (trim) @ .79 6.32
3 yards ribbon #l6 (hair) @ »25 .75
8 yards ribbon #5 (breeches, cane) @ .11 .88

41*93

Fig, 15 Crabtree

8 yards velvet (coat, breeches) @ 2.95 23.60
5 yards sheath lining (lining coat) @ .69 3.45
2 yards satin (vest) . @ .1.95 3.90
5 yards cotton batiste (shirt, stock) •. @ .69 3.45
20 yards braid (coat, vest) @ .25 5.00
4 cards buttons (vest, breeches) @ .69 2.76"
3 cards buttons (coat sleeves) @ *79 2.37
9 yards ribbon #5 (hat, breeches) 

(hat)
@ .11 .99

2 yards buckram @ 1.00 2.00
2 yards hat wire (hat) @ .08 .l6
1 yard felt (hat) @ 1,98 1.98

49.66

Fig; l6 Snake

8 yards velvet . (coat, breeches) @ 2.95 23.60
5 yards sheath lining ' (coat lining) @ .69 3.45
1 yard satin (coat lapels) , ' @ 1.-95 1*95
1 yard satin (vest) ' @ 1.95 1.95
4 yards cotton batiste (shirt) @ .69 2.76
2 yards lace (stock, ruffles) @ 1.75 3.50
4 yards ribbon #5 (trim) @ .11 .44
4 cards buttons (breeches, coat. vest) @ .69 2.76

• 40.41



Fig. 17 Rowley
5 yards suede cloth (coat) @  $ 1.29 $ 6.45
5 yards sheath lining (coat lining) @ 069 3 ^ 5
3 yards brushed rayon (breeches) @ I .69 5.07
1 yard corduroy (vest) @ 1.45 1.45
5 yards cotton batiste (shirt, stock) ... @ .69 3.45
1 yard buckram:. (hat) © 1.00 1.00
2 yards hat wire (hat) 0O8 .16
1 yard felt (hat) © 1.98 1.98
1 yard ribbon #5 (hat) © .11 .11
2 cards buttons (vest) @ ' • 59 1.18
4 cards buttons (breeches, coat) © 069 2.76

27.06

Fig. 18 Sir Harry Bumper

5 yards velvet (coat) © 2.95 14.75
1 yard satin (lapels) © 2.95 2.95
4 yards, broadcloth (pantaloons) © 2.89 11.56
1 yard striped satin (vest) © 2.95 2.95
5 yards cotton batiste (shirt, stock) © .69 3.45
1-|- yards vinyl (boots) © 1.29 1.94
2 cards buttons (vest) © .69 1.38
4 cards buttons (coat) © .79 3.26

42.24

Fig. 19 Moses

9 yards brushed corduroy (coat) © 1.00 9.00
6 yards sheath lining (coat lining) .69 4.14
5 yards cotton batiste (shirt, stock) © .69 3.45
1 yard brocade (vest) 2.98 - 2.98
1 yard felt (hat covering) <§ 1.98 • 1.98
2 yards buckram (hat ) • . ' . © 1.00 2.00
2 yards hat wire (hat) © .08 .16
2 cards buttons (vest) .59 1.18
4 cards buttons (coat) © .79 3.16

28.05



Fig. 20 Maid to Lady Sneerwell
8 yards chromespun taffeta (dress) ' @  $ 1.49 $11.92
4 yards silk organza (ruffles) @ 1-39 5.56
3 yards voile (apron, cap) @ -97 2.91
1 yard ribbon #9 (trim) •@ .20 .20

Fig. 21 Maid to Lady Teazle

20.59

7 yards sailcloth (overdress) : @ 1.69 11.83
5 yards broadcloth (underdress) @ .69 3-45
5 yards percale (collar, cuff, cap) @ .44 2.20
2 yards, ribbon #9 (trim) @ .20 . .20

17.68

Fig. 22 Trip

5 yards cotton batiste (shirt, stock) @ .69 3-453 yards cotton broadcloth (breeches) @ .69 2.07
2 yards striped satin (vest) @ •1-95 3-90
1 yard satin (lapels) @ 1-95 1-951 yard ribbon #9 (hair) - @ ■ =20 .20
3 cards buttons (vest, breeches) @ -59 ' 1-77 

13-34

Fig. 23 Careless

5 yards cotton batiste (shirt) @ .69 3-45
4 yards velvet (pantaloons) @ 2-95 . 11.80
3 yards brocade (vest) . @ 2.89 8.67
3 cards buttons (vest) @ .69 2.07
1-|- yards vinyl (boots) • @ 1.29 1.94

27-93
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Fig. 24 First and Second Gentlemen

First Gentleman

5 yards cotton batiste (shirt, stock) @  $ .69 $ 3.45
2 yards velvet (vest) @ 2.95 5.90
3 yards striped satin (breeches) @ 1.95 5.85
2 cards buttons (vest) @ .59 1.18
2 cards buttons (breeches) @ .69 1.38

17.76

Second Gentleman

5 yards cotton batiste (shirt, stock) ®. .69 3.45
4 yards cotton broadcloth (pantaloons) @ 069 2.76
2 yards repp , (vest) @ 1.98 3.96
2 cards buttons (vest) @ .59 1.18
2 cards buttons (breeches) @ .69 . 1.38
1-g yards vinyl (boots) @ 1.29 1.94

14.67

TOTAL $921.33

//
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