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Irene gave me a way 
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hands and whatever 
she touches grows 
brighter. 
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ABSTRACT 

For over thirty years, Irene Corey, designer, author, and master teacher, has 

exerted a significant influence in the field of visual arts within the world of theatre. 

As a designer, she fu-st made an impact with a spectacular mosaic makeup and cosmme 

design for The Book Of Jnh a world-renowned production originally commissioned by 

the Religious Drama Society of Great Britain. The intemational success of this 

production prompted the founding of The Everyman Players, a repertory company 

which toured the world for twenty years. She has authored two textbooks on makeup 

and costume design; and, in addition, her designs are feamred in nineteen other 

textbooks. Of equal value to the advancement of the theatrical profession, Irene Corey 

is a master teacher. Her standards of discipline and sound research methodology have 

been widely disseminated by her smdents and her contemporaries. 

This dissertation is designed as an authorized, non-critical, chronological history 

of the life and works of Irene Corey, based on extensive interviews with the artist, her 

family, her former students and her coUeagues. This study also includes color 

reproductions of her original artwork, working drawings, and photographs of 

production details. Due to the ephemeral nature of theatrical design, there is no extant 

body of critical scholarship of her work. It is hoped that this biography will serve as a 

record of a worthy and remarkable woman in the arts and as a basis for later critical 

smdy. 
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PREFACE 

This dissertation is designed as an authorized, non-critical, chronological history 

of the life and works of Irene Corey, based on extensive interviews with the artist, her 

family, her former students and her colleagues. This study also includes color 

reproductions of her original artwork as well as photographs of production details to 

illustrate her development and professional contributions as a designer in the American 

theatre, film, and television, as well as in other commercial areas. Due to the 

ephemeral nature of theatrical design, there is no extant body of critical scholarship of 

her work available for a comparative or analytical discourse. Irene Corey has stated 

that there exists no independent evaluation, but rather an accumulation of recognition 

and appreciation. Indeed, the results of the interviews conducted and the review of 

literature, including database computer searches, are uniformly positive. Again, the 

factors contributing to this remarkable position are both laudatory and restrictive. One 

is limited to evidence filtered through memory and, certainly, in this case, good 

memories. That unusual fact alone signals that the artist is undeniably a fit subject for 

study. 

The author devoted a year to searching for an effective and realistic approach to 

writing about Irene Corey. After reading over one hundred biographies dealing with 

personalities in theatre and film, she decided upon a journalistic approach with the 

intention of presenting the artist's life, with respect for the artist's privacy and subject 

to her approval. This methodology forced a different perspective than the standard 

analytical approach. 

There exists a precedent for this critical methodology. In his book, Aesthetics: 

Prob ems in the Philosophy of Criticism (pp.44-45), Monroe C. Beardsley mentions 

Critical Impressionism, in which the reasoning is that a critic can only talk 

meaningfully on his own experience of an art object. In this instance, the art object is 

Vll 



Irene Corey. In A Handbook Tn I.iteramre. (pp.ll5) C. Hugh Holman provides a 

simple definition: "Impressionistic Criticism (is that) which emphasizes how the work 

of art affects the critic." Within this theoretical framework, the author examined the 

life of Irene Corey in the theatrical and social milieu in which she lives and works. 
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CHAPTER I 

INTRODUCTION 

Irene Corey's designs have influenced the theatre world for years. Her organic, 

non-anthropomorphic animal designs, so different from the Disney ideal, are the 

springboard for more than one long-running Broadway and touring production. 

Besides her two textbooks, The Mask Of Realitv: An Approach To Design For The 

Theatre and The Face Is A Canvas examples of her work have been feamred in more 

than twenty textbooks on theatre. There are probably many designers who did not 

realize that they drew inspiration directly from her work because her style has made its 

way into the public domain. Irene Corey has become an icon~a symbolic 

representation of the vital role of the theatrical artist. 

Performance art is evanescent. It lives for the instant. What survives is the 

kindling of creative fû e in those who foUow. Inspiration is the blood in the veins of 

art. The revolutionary imagination of Irene Corey can be likened to that of Leon 

Bakst. He found a new truth in design for the ballet world in the early twentieth 

cenmry. A contemporary of such innovators as Diaghilev, Fokine, Picasso, and 

Benois, Bakst transformed the traditional representational scenery and pale costuming 

into a vivid mosaic of colors and pattems that expressed the emotional message and 

passion of the dance. At once, he was able to blend art with dance so that there came 

into being an aesthetic balance for the whole. ^ 

The major force in Irene Corey's career has been a melding of art and theatre, 

evidenced particularly in the costume and makeup design for the production of The 

fíook Of Job. which brought to life Byzantine mosaics and stained glass. Tradition has 

decreed that the actor's face be either enhanced cosmetically for beauty or distorted to 

fit the character's role in the play. In The BookOf Job. Irene carried the mosaic 

design onto the face from the costume, enlarging the eyes and adding vibrant color, 

which resulted in a larger majesty and presence while reinforcing the message of the 

Scriptures. She explains: "To have conceived the cosmmes in the mosaic manner 



without carrying the motif onto the face, would have been to leave the image half-

fmished, with a void for a face. "2 With the face becoming part of the integral effect, 

the performance then gained in texture and excitement for the audience, making it 

aesthetically pleasing as well as inspirational and memorable. In her terms, costuming 

and makeup are no longer incidental but serve as a vital part of the sensory impact of 

theatre. 

A primary caveat of the teaching and work ethic of Irene Corey is that inspiration 

alone is not enough but must be combined with discipline in order to produce 

meaningful art. In his introduction to Irene Corey's textbook, The Mask Of Reality: 

An Approach To Desi|m For Thfíatrf̂  Robert Canzoneri considers this a primary 

element of her method and makes the foUowing observation: 

Irene Corey thinks with her hands and scissors as well as with her 
mind~but always with consummate discipline. She invites her readers to 
do the same. Though we may-and must—learn from others, each must 
work with the given material, shaping it to his own concept with his own 
hand. Imitation, Emerson has said, is suicide. Irene Corey presents her 
work not to be copied, but to encourage our own disciplined effort to 
bring the reality we perceive to artistic reality in the theatre. (1968, p.4) 

"Discipline" being the operative word in Irene's lexicon, she stresses diligent 

research in any project. Commissioned to create an armadillo hand puppet for Six 

Flags Over Texas, she went to the Dallas Museum of Natural History and looked at 

stuffed armadillos, tuming them over to see the underside. Even though it would be an 

unusual amusement park visitor that would notice if the armadiUo's undershell was 

authentic or not, Irene feels strongly that the details are always important. It does no 

favor to the beginning theatre student to allow less than adequate work, whether it be in 

acting or technical application. She illustrates her point with this recollection of a 

student production of Henry V: 

...part of it is the challenge for the student, the challenge to do this, to 
pull it off, and then the pride in having done it. Let's do it, but let's do 
it right. Two students had the plan and the material for the quiUs and 
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Figure 1.2. Example of Pattem drawings for Badger 
from The Tortoise And The Hare. 



Figure 1.3. Example of character sketch for Badger 
from The Tortoise And The Hare. 
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Figure 1.4. Everyman Players production 
(a) Example of production photograph of Badger 

from The Tortoise And The Hare. 
(b) Irene Corey designs The Tempest at her rolling desk 

on the Everyman bus. Photographs: Anchorage Press. 
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arrows. When the two came back quickly and said "Here. Will this 
do?" I said "No." And a groan went around the table and I said "Would 
you rather I said yes if it wouldn't do?" They said "Oh no, no." No, 
it' l do" won't do. (1994, Interview) " ; * i 

In a wry aside, Irene observes, "People often say to me that they envy my talent. 

I think they should envy my discipline. "^ She feels that the idea of discipline certainly 

applies to actors wearing her costumes. The current generation of actors grew up 

wearing blue jeans, sweatshirts, and mnning shoes. This is a far cry from the stylized 

elegance of seventeenth century silks and brocades. Namrally, the beginning actor has 

no background in life to assume the proper demeanor to match the lovely clothes and 

the playwright's rich intent. The smdent must be willing to leam the proper conduct. 

This is not an area in which the much trumpeted idea of "doing one's own thing" can 

be acceptable. As an example, Irene employs a line from the famous novel of the Old 

South, Gone With The Wind: 

Scarlett says "I never saw my mother's back touch the back of a chair." 
If you are stayed and corseted in, you feel better sitting up inside that 
little cage than you would slumping over. The restriction dictates the 
movement of the character. The point being when the cosmme is right 
and if it's uncomfortable for the actor, but stiU right for the period and 
the character, then be damned to the actor. Granted they've got to 
breathe, but they also cannot think that it is a pair of sweats to lounge 
about in. (1994, Interview) 

Irene is equally rigorous and demanding with her own work. She staunchly 

believes that there should be concem for the author and that the artistic concept should 

grow out of the script. If a director or designer should elect to "warp" the play, then 

they should not continue to call it the "author's play," but rather, "theirs." She feels 

strongly that it is a "trite and shallow approach to just do something different because 

'no one has done it this way before.' "^ The playwright has a defmite motive for 

writing a play, and his words carry the action. If a director or designer cannot reach 

the heart of a work or discem the inner reasoning, then the play should not be done. 



The business of theatre is producing plays that were written to be produced, not to be 

"warped." When a production is based on some self-serving distortion, rather than for 

an audience, it seldom works. Along with this viewpoint, one must also be cognizant 

of the difference between cheap shock tactics and genius. Irene cites the brilliance of 

Peter Brook and states that, in her opinion, he successftilly stripped Shakespeare down 

to its essence, the point being that Brook was fresh and innovative in presentation, 

while remaining faithfiil to the script, thus creating new insights for the audience. 

One of her strengths as a teacher is an ability to explain clearly and succinctly her 

philosophy. In her first book, The Mask Of Realitv: An Approach To Design For 

Theatre. she gives an excellent and illuminating defmition of stylization. 

The movement of Kabuki is specific, sharp, and clear. It eschews the 
literal gesture for one that is at once stylized and of supranormal 
significance. It is movement taken from actuality and submitted to a 
rhythmical pattem. The poet condenses a large idea to a few lines and 
this increases its power. The artist refmes a namral object to its most 
important aesthetic elements to produce effective design. An actor 
reduces the monotonous daily actions of man into those movements 
which reveal character. In all cases when literal content is submerged, 
allowing only highly selected details to form the visible top of the 
iceberg of meaning, a much greater potential is suggested.(1968, p.5) 

Irene feels that theatre is for learning and that learning must be constant 

throughout one's lifetime. If one is not learning something new on a production, there 

is no reason to do it. Since theatre is an immediate art, one rarely has time to take 

stock, but she has had the opportunity. In 1994, Georgetown CoUege mounted a 

retrospective of her work entitled "Past and Present: Costume Designs and Paintings." 

She says: 

One of the most compelling things about having a retrospective is for the 
artist, not for the public, not for his friends, not for his mother and 
father, but for the artist to see all of the years of work at one time. At 
no other time does this ever happen. What a way to view your life, 
show by show! I haven't designed that many, because the ones I did 
design wouldn't die, they just kept living on. However, my husband and 
I tended to do plays that had some value, some merit. To spend all that 
time on it, it had better be worthwhile. But I have good memories. You 



know, Waiting For rToHnt is one of my favorite plays. Quotes from that 
play come into my mind in daily activities. 'The beauty of the way,' 
'The kindness of the wayfarers.' (1994. Interview) 

Irene Corey is a still, graceful, and innately all-powerful figure. One thinks of 

her as tall, although she is not, and a white wing ripples through her dark hair. She is a 

kind and attentive listener. At the same time, one feels that, while listening, she is 

leaming and storing up impressions. If "our faces are records of the time that has 

passed through us," as she states in her fu-st book, then her face has not "recorded" 

competition, jealousy, or regret. When asked if she had ever experienced 

discrimination as a career woman, her reply was "I didn't think along those lines. 

What was important was the work. "̂  Irene is centered in peace, and that ambiance has 

a tremendous and lasting effect on those around her. 

Susie Cox, professor at the University of New Mexico at Albuquerque, says of 

her twenty-year relationship with her: 

After my mother, Irene has been the most amazing teacher for me. She 
changed my life because she believed that I had unique ability. Paul 
Baker gave me a vocabulary. Irene gave me a way to find my own path. 
She is aware of her power, but careful; a quiet teacher who radiates an 
incredible sense of rightness. She has light in her hands and whatever 

she touches grows brighter.^ 

A young woman who did the pictorial layout for Irene's textbook, The Face Is A 

Canvas. commented that the book would be usefiil to give smdents both "roots and 

wings." Of course, "roots" are the research, and "wings" are the ideas that grow from 

them. Without understanding what has gone before and without the proper grounding, 

students can get lost. In Corey's words, "If there is any summary of what I do, 

maybe, that is accessible, it is that idea. I would like to paint that image, 'roots and 

wings,' for it is the phoenix rising from the ashes." 

Paul Baker, author nf Tntegration Of Abilities. sees Irene as a major influence in 

the visual arts of the theatre. In his opinion, her latest book, The Face s A Canvas. is 

the "definitive book on makeup written by an American author."^ It clearly illustrates 



her ability to communicate and intensify the message of a play through innovative 

costuming and makeup. He feels that she is a master teacher who is understanding and 

wise in her fostering of talent. Dr. Baker further explains: "The mark of a great 

teacher is that her concem is for the student rather than for her personal 

advancement."^ 

10 
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1 Anderson, Jack. Um^. Newsweek Books, New York. 1974, pp.75-81. 

2 Corey, Irene. Interview by author, Tape recording, Dallas, Texas, 25 January, 
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5 Ibid. 

^ Cox, Susan. Interview by author, Tape recording, Albuquerque, New Mexico, 
18 April 1994. 

7 Baker, Paul. Interview by author, Tape recording, Waco, Texas, 10 October 
1995. 

8 Ibid. 
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CHAPTER II 

THE EARLY YEARS 

Irene Corey was bom 27 October 1925, into a mral world that was changing 

from the horse to the automobile. The "war to end all wars" had given impems to an 

industrial society that offered an altemative to the agrarian society of hard physical 

labor. Certainly, the new employment involved hard work, but it afforded an 

accessibility to some leisure time. History reports that the post-war economy 

foundered and slid into the Depression, only to rise again with the advent of World 

War II. During these turbulent t nes, the cultural amenities of art, literamre, and 

theatre were cherished as a means of validating the individual. AIl of these affective 

factors made up the beginning world of Irene Corey. 

Synchronicity is the idea that there are "meaningful coincidences" in one's life, 

when "happy accidents" place one with the right people at the right thne with 

remarkable results. Irene feels that her career was shaped by many such "happy 

accidents" and small things that became turning points. There were teachers who 

noticed her and took the time to encourage and inspire a shy, quiet girl whose eyes 

were "dazzled by beauty and color."! 

Her birthplace was Givin, lowa, in southern Mahaska County, a small 

community six miles from Oskaloosa. It has vanished now except for a few empty 

buildings; yet, at the turn of the century, it was a boom town thriving on the coal mines 

of the region. The town was founded in 1870 and named for John Givin, 

superintendent of the Des Moines Branch of the Rock Island Railroad System that built 

the first railroad through the town. Originally, the rolling land was covered with white 

oak timber, while underneath the thick sod lay rich deposits of coal. The mines were 

worked by both Welsh and Swedish immigrants who lived in company row houses and 

who dug with picks and shovels the first horizontal tunnels along the banks of the 

Muchakinock River. The coal gathered at the surface proved to be inferior to the coal 

in deeper seams, and diagonal shafts were then developed. When one seam played out, 

12 



the miners would move on to the next, until the deposits were exhausted. Evenmally, 

when the area coal was depleted, the railroad withdrew as well, and the transition to 

agriculmre began.^ Grass began to cover the mine tailings of varicolored earth. That 

earth would ftimish spectacular possibilities for a small girl's early art project of "mud 

pies." 

Around the tum of the cenmry, Irene's grandparents, Samuel and Mary 

Loughridge, had settled on a farm just outside of Givin. Irene's father, Lawrence 

Levering Lockridge, who changed the spelling of his last name to facilitate 

pronunciation, was not happy as a farmer. Just as his father had a greater interest m 

race horses than in plow horses, he had a greater fascination with the new automobiles. 

He and his brother, Linn, attended the Sweeney Automobile School in Kansas City, 

Missouri, where he trained to be an auto mechanic. Clever with his hands, he longed 

to become a race-car mechanic. In the early 1920s, he married Vallie Lou Click, and 

they soon had a son, Herman; four years later, Irene was born. When the baby was six 

months old, he moved his family to Califomia and worked as a mechanic. By the 

time the child, Irene, was five, his aging parents had incurred a double mortgage on 

their farm and needed him back on the farm. A dutiful son, he remmed to lowa and to 

farming, but his heart was set on the intemal combustion engine. 

At age six, Irene began her elementary schooling, taught by a series of young 

teachers in a one-room schoolhouse. There were twenty smdents in six grades. She 

remembers a three-foot shelf library that included several fairy tales. She read and 

relished the enchantment and imagery of these books that directly influenced her later 

imaginative approach to designing fantasy. At recess the teacher read the western 

stories of Zane Grey aloud with such devotion to the vemacular that Irene once 

misspelled the word "maybe" because she heard it pronounced "mebbe." The pupils 

were called by grades to the front bench to recite, and the fu-st grade was represented 

by Irene and two little boys, Howard and Donald. The trio stayed together until the 

sixth grade when the Lockridge family moved to Houston. 

13 



There are strong "color" memories of this period. She was fascinated with 

constmction paper, particularly a juxtaposition of lime green and orange that was much 

brighter and more satisfying than her early "mud pies." Another memory concems her 

decision to trade her cherished box of Prang™ water colors for a tube of Blue Waltz^ '̂ 

lipstick. Later, upon seeing a neighbor's high heeled shoes, she immediately went 

home and carved blocks of wood to nail to her shoes. Obviously, based on these early 

design decisions, Irene was bom to be a theatrical artist. 

In 1937, her father, Lawrence Lockridge, tired of farming and wom down by 

seven years of drought and the repayment of a double mortgage, sold the family farm 

and moved his parents into the neighboring town of Oskaloosa. Reasoning that "there 

was no snow, but a lot of cars, in Houston, Texas,"^ he transplanted his family there. 

It speaks well for the academic standards of the teachers in the one-room schoolhouse 

that Irene possessed the qualifications for admittance to junior high without being held 

back. In geography class, she illustrated her reports with costumed figures of 

explorers Vasco da Gama and De Soto, made detailed drawings of other historic 

fîgures, and created paper mâché igloos. Impressed by her dexterity and initiative, one 

of her teachers suggested that she should smdy art. When she entered high school, 

there were only two art courses offered: Commercial Art and Mechanical Drawing. 

The fu-st was mostly cartooning and lettering. In Mechanical Drawing, she was the 

only girl in the class. At that time, she took her first private training in oils for one 

doUar a lesson, leaming to copy existing works. 

After graduation in the summer of 1943, Irene had no plans for higher education 

but, in another "happy accident," had unknowingly taken college prep courses because 

they interested her. She remembers: 

CoUege was not in the vocabulary of my family. I never even dreamed 
that I would go. However, our pastor, J. Herbert Brown, a young 
Baylor graduate, had other ideas. He spoke to my father, saying that I 
had talent and promise. My father agreed and said that a way must be 
found. Reverend Brown arranged a work scholarship, and the next thing 
I knew, I was listening to the bells of Baylor. (1994, Interview) 
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In Freshman Registration at Baylor University, she met Edmund D. Kinzinger, 

then Chairman of the Art Department. Irene was not aware that she should have an 

advisor to formulate a degree plan, but she did see a table with a sign reading "Art." 

She told Dr. Kinzinger that she wanted to study art, and in a strong German accent, he 

replied "Goot!" and signed her up for afternoon classes. Ordinarily, a smdent would 

have to complete two years of prerequisites before specializing, but Irene began her 

training immediately. In beginning drawing class, she remembers the students laboring 

long over charcoal drawings before submitting them to Dr. Kinzinger for criticism. 

Sometimes there was encouragement; other times he would "take the chamois cloth in 

his hand, and in grand vertical swoops, clear the paper, saying, 'Now ve are ready to 

begin!' "^ The premise that art is not finished until it is right was a valuable lesson that 

would shape her basic, disciplined approach to a creative methodology. 

When she began her coUege career, Irene's thinking was that she would earn a 

Bachelor's degree in Art, but a call from the drama department offered a new 

direction. Louise Hash needed an art student to paint shadows on a set. Irene 

undertook the job, grew enchanted with theatre and theatre people, and soon declared a 

double major in Theatre and Art. One of the first shows she designed at Baylor was 

Golden Boy (see Fig. 2.1). 

When Paul Baker returned from military service to his drama position at Baylor, 

Irene's combined studies of art and drama were greatly intensified. She states that "the 

great genius of Paul Baker was to open doors of the mind to endless creative 

possiblities. "5 She found that his theory of visualization of the actor's role worked 

equally well for design. The ability to visualize internally exactly how a particular 

script by a particular playwright can be expressed through the elements of design is 

probably an inherent talent but still must first be consciously cultivated. Only after a 

realization and validation of one's abilities can the artist tmst in and rely upon his 

judgment. Thus, the freeing process engendered by Baker was of great value to Corey. 

The first tenet of artistic creativity is to question the existing mles and norms. 

The question of "why not?" is equally as significant and far-reaching as "why?" It is 
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Figure 2.1. Example of early design work. Golden 
Boy, Baylor University Theatre, ca. 1949. 
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not so much a matter of questioning the mles themselves, but in gaining a perspective 

of the consequences if they are broken. The young Irene committed some acts of "civil 

disobedience" in her undergraduate days. She explains her rather innocent rebellion in 

the following anecdote: 

People in the world have an image of Baylor as a place of mles, 
regulations, and religion. And it is tme, or it was then, that there are 
quite a few mles. But I can't say that these mles have hurt me much. I 
stiU go to church every Sunday and the first thing I do when I get up is 
make my bed-even in a motel. I remember one mle in particular which 
said that lights had to be out at 11 PM. One night, we had not fmished 
studying, so we sneaked out into the hall and were smdying by 
candlelight. I remember looking up and there stood our house-mother, 
Mrs. Dromagoole, in her long, white nightgown, with her grey hair in a 
long braid. "Girls! What are you doing here?" Somehow, I managed to 
blurt out "It's better to light a candle than to curse the darkness!" We 
didn't get a reprimand-that time.(1994, Interview) 

In remembering her early days at Baylor, her first time away from home and 

family, Irene relates another significant incident at a Freshman mixer. 

I was a painfiilly shy and skinny freshman. There was a "Get-
acquainted" party in which a piece of paper was fastened to everyone's 
back, and people wrote comments of their first impressions of you. One 
of the comments on my paper was "slightly bohemian." I didn't have a 
clue what a bohemian was, but later learned that it is someone who 
deviates from the socially accepted norm. Now, that introduced a whole 
different source of mles—the ones you don't know, so you break them. 
In a strange way, these mles, too, have served my career as a designer. 
For I found that if I didn't know that a thing couldn't be done, then I 
went ahead and did it and that has made all the difference. (1994, 
Interview) 

Irene Lockridge and Orlin Corey met, appropriately enough, in a theatre. Along 

with Jeanne MacRae, another graduate student, she had started the Baylor Children's 

Theatre. As she was leading a group of children through the lobby, he saw her, and, as 

he tells it, he "fell in behind the line. "^ He had entered coUege as a sophomore 

because of credits earned while he was in the Navy. He had drifted into the theatre 
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department because of an interest in theatre in high school, although he was smdying in 

the history department. Soon he, too, declared a double major. Later, Irene directed 

and designed a production of "Job," written by Amy Goodhue Loomis, and Oriin was 

in the cast. Irene and Oriin Corey married 25 August 1949, and established their 

amazing, and stiU unparalleled, partnership as director and designer. Their 

coUaborative work would later become world famous. 

Upon receiving her bachelor's degree in Art in 1947, Irene became an instmctor 

in the department of Art while pursuing a graduate degree in Theatre. Reynold 

Arnould was a visiting professor from Paris, France, and she had the privilege of 

working as his assistant. In 1949, she fmished her master's degree. The title of her 

thesis was "The Study Of Creativity." 

From 1949 to 1952, Irene continued teaching in the Art department. Orlin Corey 

fmished his graduate work while working ftiU-time within the religious community in 

Waco. He had arranged with five churches, three Baptist, one Methodist, and one 

Presbyterian, to act as director of their youth programs. He was also the first touring 

director for the Church Drama Program sponsored by Baylor. His interest in religious 

drama and touring was to play a large role later. His master's thesis concemed drama 

as an avenue of expression. 

In 1952, Paul Baker, working with Arnould, the visiting art professor from Paris, 

arranged a summer overseas program called "Baylor in Paris." Theatre, Visual Arts, 

and Art History were the focus of the experience. Irene and Orlin Corey, along with 

twenty-five students, enjoyed the rare opportunity to spend entire afternoons in the 

Louvre Museum with Marthe Arnould, Reynold's wife, an expert in Art History. 

Irene also continued her painting studies with Reynold Arnould. It was a time of 

expanding horizons for a girl from Givin, lowa. 

On the way to France, however, another life-changing coincidence came their 

way. Orlin Corey had been hired to teach drama at Georgetown CoUege in Kenmcky, 

and they scheduled a detour to that institution. During the interview, it was mentioned 

that the Head of the Art department had abmptly resigned and that her position was 
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available. Corey remarked that his wife, Irene, held a Bachelor's degree in art and a 

Master's degree in theatre and had been an art instmctor for four years. Irene, who 

was waiting outside in the car, was invited in. Shortly thereafter, the Coreys were 

again on their way to Paris with two contracts instead of one for the Fall semester at 

Georgetown CoUege. 
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CHAPTER ni 

THE COLLABORATIVE YEARS 

Founded in 1829, Georgetown CoIIege was a small Baptist-affiliated school with 

an enrollment of 1500 students when the Coreys joined the faculty with Irene as 

Chairman of the Department of Art and Orlin as Director of Drama. Again, 

synchronicity had placed them in a unique position to "accomplish the right things for 

the right reasons. "1 Orlin makes the point that their training and namral affmities 

toward a blending of art and theatre was ideally suited to the needs of Georgetown 

College. They produced such plays as the medieval Everyman. Christopher Fry's A 

Sleep of Prisoners. and toured to churches in the Ohio Valley, averaging twenty 

performances a season. They established a children's theatre. These activities 

enhanced the reputation of the college across the state of Kenmcky and brought the 

classics to the people. Another benefit was the fact that, since the two departments had 

only a few majors, there was oppormnity for students from other departments to be a 

vital element in the making of drama. 

Robert Canzoneri, then a professor in the English department, recalls fondly their 

hospitality and attraction for their smdents.^ Affectionately dubbing the Coreys "Prof" 

and "Lady," students, as well as friends, would regularly gather in the Corey's tiny 

apartment, simated above the home of the chairman of the English department, for 

food, conversation, and good times. Because of the restricted space, Irene had 

fashioned a coffee table of plexiglass and suspended it from the ceiling so that it could 

be winched up or down as needed. She was, and is, an accomplished cook and enjoyed 

having guests. Often, there would be several people helpmg with the details of 

preparation, or cleaning up in her small kitchen, and that led to another interesting 

innovation. 

She named her three kitchen cabinets "Tom, Dick, and Harry," so that when 

some item was needed, whoever was nearest the aforenamed cabinet could be easily 

directed to fmd it and hand it over the heads of other kitchen helpers. Strong and 
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lasting friendships were forged during those halcyon days of developing theatre 

connections and early productions. The warm camaraderie that was innately fostered 

by the Coreys foreshadowed their talents for benign and nurmring leadership that 

would allow them to found and maintain a repertory company that would travel the 

world. 

In 1956, after four years of teaching, Orlin Corey was able to secure two one-

half time sabbatical leaves that added up to one full-time, so that they could afford to 

study in Europe. Irene describes it as a "glorious year of discovery of the great art of 

the ages. "3 In the summer they viewed magnificent cathedrals bejeweled with stained 

glass, museums, tapestries, paintings, and sculpmre, and, in essence, gained a liberal 

arts education. During that year, they visited countless museums and galleries, and 

attended over two hundred plays. 

Irene states that it was the optimum time for learning because she had gained the 

necessary awareness and appreciation to benefit fuUy from the experience. In the 

winter, she took art classes in London at the Central School of Arts and Crafts. While 

engaged in a rigorous schedule of painting and sculpture classes, she passed by a room 

ftill of dress forms. Students were busily pinning, draping, and cutting colorftil fabric. 

Recognizing an opportunity to add to her skiUs, she asked the instmctor if she could 

take the class although it was the beginning of the second term. She gained admission 

with the proviso that she make up the early assignments. As a result she smdied with 

Nora Waugh, a leading authority in costume, author of Corsets and Crinolines. The 

Cut Of Men's Clothing. and The Cut Of Women's Clothing. Irene states that she cut 

her way from the Medieval to the 20th century in two terms and, in many ways, 

entered the class as an artist and came out as a costumer. In spite of, or possibly 

because of, the tremendous pressure, it was a time of intense personal growth. 

The Coreys retumed to Georgetown with redoubled energy and soon received an 

exciting new challenge and opportunity, one that would afford them international 

recognition. Orlin Corey explains: 
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E. Martin Browne, the English producer of religious dramas, notably by 
T.S. Eliot and Christopher Fry, recommended that the British Religious 
Drama Society (RADIUS) "commission Professor Corey to produce and 
perform in British churches an original dramatic work preferably based 
on the Scripmres." The summer of 1958 was designated for this tour 
which was to be co-sponsored by the British Drama League and the 
English Baptist Union. (1995, Interview) 

The restrictions were that the material be original, that there be no portrayal of 

God, and that it must pass the church censor. As part of an earlier tour, Orlin had 

directed a modem version of lob, written by Amy Goodhue Loomis, and intrigued by 

the strength of Job's faith in God against all human reasomng, he wrote an adaptation 

based on the King James version of the Bible. He explains his interest in these precise 

words: Within the chanted, spoken, and chomsed language of the Authorized Version 

raged an awesome encounter of man and his suffering of inscmtable disaster. Finally 

vindicated, Job marched away, arrow-straight, champion of mankind, the pride of 

God.4 

frene ftirther strengthened the metaphor in her cosmming of the production. 

Since there was almost no money for cosmmes, she improvised and constmcted many 

from old draperies. She stiU refers to that first production as the "raggedy Job," a 

literal interpretation of the deprivation and suffering of Job. 

On the practical side, in developing lûh, the Coreys refmed theh- approach to the 

details of production. The fact that it was just the two of them to do it all made it 

simpler. They were not under the constraints of production meetings and of other 

personalities. Orlin defmes their roles in this way: 

As designer, Irene "co-directed" through her instinctive vision of each 
production. She was an omniscient influence. As director, I "co-
designed" by my involvement in fu-st choices, details in the drafting 
through the process of crafting. As lightmg designer of Everyman 
Players, I illuminated Irene's settings-which she designed and painted— 
using gels of her selection to compliment her cosmmes and make-ups, all 

of which were inhabited by performers I directed.^ 
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Their first concem, in every case, was to ascertain the intent of the playwright in 

order to support and intensify his message. After individually reading and analyzing a 

script, they blended their work and arrived at a mumal vision and approach. Irene 

states that she had a page for each character on a legal pad and read the play line by 

line, listing any clue that would cast light on the playwright's meaning. Through this 

in-depth inspection, a visual imagery would emerge. She also says that their 

collaboration worked so well because there was a total lack of ego involved-the work 

was of primary importance always. Frequently, when asked later about details of a 

production, neither artist could remember who had the original idea. Orlin Corey 

observed, "What matters, as anyone involved in the working stage knows, is not 

artistic intentions at the onset, but performance at the end when all ideas and goals 

melded together."^ Then, as Irene says, "Job was bom."^ 

In her search for the exact visual imagery to represent the abstract namre of faith, 

she required a "timeless, universal image of mankind."^ Going back beyond 

Christianity, she selected the ancient Byzantine mosaic form. Jewel-colored satin 

squares with each color centered on an opposing color so that the colors vibrated were 

attached to black robes and gloves. The wigs and beards were constmcted of organdy, 

and the mosaic motif was extended to the makeup on the actor faces. The result was 

smnning: glass mosaics, anchored with black, and alive with brilliant color (See Figs. 

3.1, 3.2, 3.3). 

Irene remembers that she and Orlin were startled the first time they viewed the 

fmished product. 

When those mosaic statues walked onto the stage, we, their creators, 
gasped. Gone were Pat, Don, Sandra, Bill, Joe, Charlie, and all the 
other young actors we knew so well. Who were these larger-than-life 
creatures looming before us? Had we gone too far?^ 

She later came to the conclusion that, while they were overwhelmed by the effect 

of the design concept, "it was not too large for the literature that it grew out of."10 
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Figure 3.1. Example of design for Job, 1957. 
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Figure 3.2. Example of poster for The Book Of Job, 1957, 
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Figure 3.3. Example of production photograph of Job, 1957. 
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Orlin states that "the design was visually perfect, but cold, until the masked actor 

released the emotion that seared through like a blow torch."ll 

lob became a phenomenally successful intemational touring production on three 

continents, appearing at two Worlds' Fairs. It had two off-Broadway mns and was the 

sunmier attraction at Pine Mountain State Park in Kentucky for over twenty years. Ml 

received over nine hundred reviews, and production pictures appeared in major 

magazines, among them LÍÍÊ, Illustrated London News. Paris-Match. and Oggi. A 

1960 review written by Clara Hieronymus for the Nashville Tennessean describes the 

visual and emotional impact on the audience: 

This impeccable and vivid production moves from antique obscurity into 
exciting contemporary drama peculiarly pertinent to our immediate 
problems. An artistic triumph of real professionalism without erring in 
the direction of slickness. An 80-foot sandstone cliff whose craggy face 
is softened with a luxurious spill of rhododendron, forms a backdrop. 
Tmnks of tulip trees rise at either side like the pipes of an organ, and 
hidden lights make magnificent patterns of giant leaves. Jewel colors of 
living mosaics are reflected in a pool stretched between the players and 
the audience. As Job stands with arms outstretched, his shadow 
projected like a giant cmcifix against the rock behind him, the frogs and 
the whippoorwiUs, as if on cue, take up the refrain echoed by the 
women's voices. It is Job's jubilant cry: 'I know that my Redeemer 
liveth...and in my flesh shall I see God!' (p.l6) 

Job was just the beginning. Their dramatic repertoire enlarged to twelve plays, 

ranging from the biblical epics of lob and Romans. to Cervantes' Don Ouixote Of La 

Mancha. children's shows, Reynard The Fox and The Tortoise And The Hare. and Ihe 

Tempest by WiUiam Shakespeare, among others. 

Orlin Corey has written a detailed account of their remarkable artistic endeavor 

in his 1988 book, An Odyssey Of Masquers: The Everyman Players. In a warm and 

engaging fashion, he tells their story of plays designed, directed, performed, and 

toured. He recalls triumphs and contretemps and draws portraits of dedicated people. 
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Tmly, the art of theatre is evanescent, a fleeting moment of perfection, and then it is a 

memory. Yet, that is where the lasting value lies, in the memories of those directly 

involved and those that are audience members. Memories, like Byzantine mosaics, can 

retum to a new life on the stage. 
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CHAPTER IV 

THE TRANSITIONAL YEARS 

The next few years for the Coreys were incredibly challenging, a veritable blur 

of activities, at least m retrospect. Following the success of IQÍ2, the Coreys co-

founded Everyman Players Touring & Production Company in 1957. Orlin accepted a 

position at Centenary College in Shreveport, Louisiana, as Head of Speech and Drama 

and Director of Theatre in 1960. Irene resigned her position at Georgetown that same 

year, and they began to collaborate on productions for the new Marjorie Lyons 

Playhouse at Centenary. Irene designed cosmmes, sets, and props for over forty 

productions. She also executed the promotion art (See Fig. 4.1). 

In looking back at their shared creation, Everyman Players Touring & Production 

Company, Irene comments: "Although Ml was bom in Kenmcky, our strongest work 

started at Centenary College in Shreveport, Louisiana, where we started at the bottom 

with about seven majors and built from there." ^ There was a spirit of camaraderie 

that carried the work along. Successfiil theatre is a collaborative art, and, like music 

performed by an orchestra, the dramatic art form demands ensemble. The Coreys were 

able to provide a focus and an arena for forging a workable union of effective and 

interactive personalities toward a common goal, but at a certain cost to themselves. 

Aside from the primary needs of fmding and training actors, developing the 

script, designing and building the production, there was little funding available, hence 

the term "pimiento cheese pilgrimage," coined durmg the fu-st tours, became a watch 

word. Economic constraints, as well as time limits, led to a necessary regime for 

touring. The challenge was to fmd a way to do it, to seek new avenues, and, at the 

same time, to remain tme to the vision and make no compromises. The Coreys 

perceived the value of discipline and organization, and they worked as hard as anyone 

in the group because "visions are created by many hands."^ Irene remembers: "Orlin 

was organized. It was uncanny how he could write, plot and plan the tours, and make 

it all come out successfully."^ 

31 



In Orlin Corey's book, An Odyssey Of Masquers: The Fveryman Players. there 

is an essay by Ken Holaman, a veteran member of the troupe, which discusses the self-

sufficiency and organization of the touring company. In order to travel over a million 

miles and set up in many different venues, exquisite planning and designing was 

required. All sets, props, cosmmes, and luggage for two, sometimes three, 

productions had to be loaded into the top two windows at the back of a Greyhound bus, 

while the members of the troupe filled the front seats. On the fu-st tour from Centenary 

College the set-up took an untenable eight hours. In order to solve this problem, the 

Coreys instituted a series of moming reviews in which the company members 

suggested ways to streamline the process, and, by the end of the tour, they had 

developed an efficient and effective prototype system that served for the later tours. 

This was a vital breakthrough because the exacting choreography that facilitated the 

pre-show set-up was as important as the performance, since it had to be accomplished 

by the same people. 

Irene had a desktop fitted behind the driver's seat so that she could work on 

designs for the next season. Also, her furst book, The Mask Of Reality: An Approach 

To Design For Theatre. was written in time borrowed from the whirlwind schedule of 

touring, teaching, and executing designs. 

Every element of scenery and costuming was tailored for portability and ease of 

assembly. Modules were fabricated in a size that could be handled by two people, and 

no tools larger than a crescent wrench or C-cIamps were necessary. Irene credits 

James HuU Miller, stage designer, with providing the stagecraft solutions which made 

the settings so flexible. AII containers were color-coded, even personal luggage, and 

had a packing chart/inventory list. Maintenance of costumes was simplified by 

including repair kits consisting of original fabric, extra notions, and matching thread. 

Irene had established a remarkable body of design decisions that were highly fimctional 

when put into practice. Holaman states: "Nothing was left to chance, and therefore 

there were rarely any surprises. Surprises cost time and exact a penalty from the 

quality of a performance. "4 
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The most critical factor in any repertory group is the bonding process in which 

all members must become so dedicated to a common goal that individual personalities 

are suppressed for the good of the ensemble. Creative people can be volatile, and the 

stress of a long road engagement brings out not only the best, but also the worst, in 

them. Living out of one suitcase, sleeping in a different bed in a different nameless 

town every night, and performing in an ever-new space requires flexibility, patience, 

and a sense of humor, as well as superb leadership and planning. "In tmth, ours was 

not an extemally imposed appearance, but a passionate ensemble achievement,"^ Orlin 

Corey remembers. 

The fact that there existed a strong framework of organization and respect for the 

individual evoked a sense of security and tmst in the troupe. Ken Holaman 

acknowledges the power and efficacy of the methodology in this way: 

Of course, the Everyman Players were more than fabric and wood. No 
set ever assembled itself. No costume performed a role. We were a 
band of interdependent, disciplined human beings. We brought the 
accoutrements to life. Costumes, properties, lighting and sound gear, 

and scenery merely created bulk. The Players created "theatre." ^ 

Touring is an exciting, almost surreal, way of life, but it exacts a considerable 

toU on one's physical body and mental state. In a sense, one has elected to set aside 

"real life" and function in a survival mode. 

For example, Irene recalls one particularly challenging time. Upon completion 

of their world tour in 1965, the Coreys bid farewell to their company and continued 

around the world to Japan. While having tea, their peaceful state was broken into by a 

telegram from their general manager, Preston Slusher, telling them that he had booked 

Ppynard The Fox (see Fig. 4.1) into Kenlake State Park in Kenmcky to open two 

weeks after loh was to open at the opposite end of the state. They were confident 

about the loh since it had already been cast, although it was a different cast from the 
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one that was currently on tour; but the other production had to be designed, cast, and 

buiU. They flew back to the states and drove to Kenlake State Park to see the new 

stage. Orlin paced the stage to get the dimensions, while Irene stood at the back and 

sketched it. She marvels at the memory: 

Between there and Texas or Louisiana, or wherever wé were, while 
Oriin drove, I did a scale drawing of the set, 1/8" = l ' , and got it right! 
Before that happened, we had been touring whatever it was, and before 
that for nine months, we had been getting ready for that tour, then we 
did the tour and foUowed that with a world tour. Without a break, we 
flew back from Japan and began dealing with lob and Reynard. It was 
rehearse lob, drive across the state, rehearse Reynard. go back and 
check on lob, then back again. All of this before there was anything but 

little two-Iane roads. There was never any rest time.^ 

FoUowing those overwhelming events of 1965, there was a 1966 tour to Britain 

with Romans By Saint Paul and The Book Of Job. In 1970, they mounted a new 

production of The Pilgrim's Progress for touring and made an intemational tour to 

Britain where The Tortoise And The Hare was filmed for the BBC. They toured to 

Italy for the Biennale Festival of Venice and to HoUand for the Netherlands 

Intemational Theatre Festival. In that same year, they spent six weeks at Chile Film 

Studios in Santiago, Chile, where The Book Of Job was filmed in classical Spanish for 

Latin American television. 

In 1972, a new production of The Tempest was mounted and joined the touring 

repertory. It was a masterpiece of thematic interpretation involving sea imagery (see 

Figs. 4.5,4.6,4.7). After that sustained effort, Irene, in effect "stepped off the bus." 

As she tells it, she had suffered burn-out. In a warning against over-commitment, she 

says: 

Theatre is our star. It is the thing that pulls you, but it is also the thing 
that can break you. I believe that is one of the greatest dangers we face 
in this intense Art. With Corey and me, our work was our play; our 
play was our work. Since our work and play were so intertwined, when 
the play disappeared, the marriage burned out also.^ 
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Figure 4.2. Example of early version of Prospero 
from The Tempest, ca. 1949. 
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Figure 4.3 Example of color rendering of 
Prospero from The Tempest. 1972 



Figure 4.4. Example of production photograph of 
Prospero from The Tempest, 1972. 
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After their separation, Irene and Orlin collaborated on two more productions. 

Irene designed The fíimprfiy in 1978, which he toured, and in 1982, they did a 

historical pageant for Baylor University entitled Towers Over The Brazos. The 

Everyman Players contmued to tour with plays using Irene's original designs. lob 

confinued in the outdoor theatre in PineviIIe, Kentucky, for twenty years, and Irene 

went early each summer to instmct the actors on the make-up and to oversee the 

costuming. The final performance of the Everyman Players was Romans in 1980. 

Orlin explains, "Experience suggested that Everyman, a theatre of personal vision, had 

appeared at a propitious moment not of our making. A creative act, without 

calculation, had opened into a varied and eventful stage career." 9 This elegant 

statement is a proper summary of a glorious synchronicity and unparalleled theatrical 

triumph. Today, Orlin Corey is publisher and editor of Anchorage Press in New 

Orleans, Louisiana. 

The new direction for Irene Corey involved a move to Dallas, Texas. "I had 

friends there, and I think Dallas has a wonderful openness about it. It is centrally 

located between the coasts and there is a great cooperation among crafts-people. It has 

been a good place to settle down."10 

Irene secured an association with Peter Wolf Design Concepts, a firm dealing in 

theatrical design and fabrication. She designed and built special projects of foam and 

fabric. A particular assignment was to create fabric coverings for unusual pieces of 

fumiture for the opening of a new conmiunity between Dallas and Fort Worth called 

Flower Mound. One such piece was a sofa in the shape of a baseball mitt. She 

researched and designed a costume display for the Texas Ranger Museum in Waco, 

Texas. 

Irene also taught classes at the Dallas Theatre Center, which was founded by her 

former professor, Paul Baker, and in a program that he designed for the Arts Magnet 

High School. At that time, she designed several productions for the Dallas Theatre 

Centre including Shaw's Majnr Barbara (see Fig. 4.2). Free-lancing as a lecmrer, she 

held workshops in coUeges and universities across the United States and overseas. In 
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Figure 4.5. Example of period costume design for 
Major Barbara, 1963. 
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England, she spoke at the University of Bristol, the University of Manchester, and the 

University of Southampton. In South Africa, she appeared at the University of Cape 

Town and the University of Grahamstown. During this time, Irene presented 

workshops for many professional organizations, such as The American Theatre 

Association, United States Institute of Technical Theatre, the Catholic Theatre 

Conference, the National Cosmmer's Association, and, in England, the British 

Religious Drama Society. 

At the Peter Wolf Studio, Irene met John Barr, her second husband. They were 

married in 1974. Two years later, he died. Irene speaks of him gently: 

John was an artist, a craftsman, also a model-builder. He could do 
anything with his hands, and was a ftin-loving sort of person, but work-
wise. He was gregarious and had ajoie de vivre. Two years is such a 
short time. It was at that time that I had to leam to deal with grief in a 
certainway.il 

Irene has reached a wise perspective on life changes. For her, there have been 

many exciting beginnings and some necessary endings, but she views her experiences 

as enrichment for the rest of her life. Directions change, and that is acceptable to her. 

"Right angle turns can be refreshing—after the pain.''^^ 

In 1983, Irene and her niece, Suzanne Lockridge, co-founded Irene Corey Design 

Associates. In another instance of blissful synchronicity, Irene found her business 

partner in her family. She had been blessed by her inheritance of "good hands," as 

both her parents were naturally adept at hand/eye co-ordination, and Suzanne had 

received the same talents. As a little girl, Suzanne spent her vacation time with her 

grandmother, Irene's mother, Vallie Click Lockridge, learning to sew. Mrs. 

Lockridge was a gifted seamstress and quilter and found her creative outlet in crafts. 

Irene says of her mother: "She had a terrific sense of color and a good eye." 13 s^e 

completed many projects based on Irene's designs, most notably a "Tree of Life" quih. 

Suzanne credits both her grandmother and her aunt with fostering her artistic 

development. She says that she always entered the theatre through the back door to see 

Irene's productions and, tme to family tradition, became enamored with the technical 
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process. Upon receiving her Bachelor of Fine Arts degree at the University of Texas 

at Austin, Texas, she worked free-Iance at scenic painting and display art. Suzanne 

was drawn to the teamwork necessary to produce theatrical art, but preferred the 

freedom of contract labor. 

After thuty years of theatre design, costumes, sets, makeup, and special props, 

Irene had the desire to explore a new venue. She and Suzanne made the decision to 

apply the principles and practices of theatrical design to the world of business. The 

two women pooled their resources. They marketed Irene's excellent reputation as a 

designer to agencies outside the theatre such as churches, theme parks, and advertising 

companies. Soon, the two women carved a special niche for themselves in the 

production of custom-ordered, custom-made costumes, body puppets, multimedia 

sculpture, and props. 

Essentially, they offer a problem-solving service. Their motto is "Irene makes 

the impossible possible."14 Her philosophy has always been that if one can envision 

and draw a design, then the challenge is to fmd a way to constmct it. The client 

suggests a concept, and the two women develop the idea into a three-dimensional 

prototype. Their method begms with researching the unique qualities that will bring a 

"creature" to life. The designs are actually soft sculptures tíiat capmre the essence of 

the animal or object. An added cmcial element is the necessity for the sculpmre to be 

durable and functional. 

When a client, the Lyons Group, asked for a benign dinosaur "real enough to be 

recognized by little boys, but not to scare little girls," the result was the now familiar 

Barney'̂ ^ of the PBS series. Not only did Irene make Barney^^ round and soft, but she 

gave him a reassuring "clerical colIar"15 of teeth. No less remarkable is the 

engineering of the design so that a person can wear the costume and be able to dance 

and sing with reasonable flexibility. 

Another challenge was to make a red telephone costume for well-known character 

actor, Martin MuU, to wear in a Richards Group commercial (see Fig. 4.6). In ten 

short days, Irene had designed the costume, and she and Suzanne had built it of foam 
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and Spandex'̂ M fabric. After delivery, the client suggested that he would like to see the 

receiver worn on the actor's head. Overnight, they reworked the design despite not 

having quite enough leftover red fabric, but luckily, Spandex™ stretches. 

A continuing project, and possibly a sign of divine approval, has been the 

constmction of many satin and down angel wings for various religious groups. Irene 

says that they have become "wing specialists" and can offer a choice: "just landed," 

"hovering," or "inrepose." 

Another challenging project was the "glyptogont," a pre-historic armadillo-like 

creature commissioned by the Dallas Museum of Natural History. Irene designed the 

"tough-shelled" free-standing outdoor sculpture to withstand not only the weather, but 

the constant touching of curious children. She and Suzanne made nine hundred 

individually shaped bumps, or "scoots," from hand-carved styrofoam coated with many 

protective layers of latex for the beast's hide. It took a month of long hours to build 

the nearly Volkswagen-sized animal. 

Their many clients include Texas Instmments, Dow Chemical, Paramount 

Pictures, Neiman Marcus, IBM, museums, tourism departments, theme parks, 

advertising agencies, and others. Seven-foot tall corn dogs, walking Hershey™ Bars 

and Reese's™ Peanut Butter Cups, 8-foot milk cartons, pink flamingos, flying 

alligators, rat costumes for the Nutcracker (see Fig. 4.8), and longhandles for a flock 

of chickens-the list goes on with countless masks, body puppets, costumes, and special 

props. 

The successful designer is one that sees possiblities everywhere. Irene has that 

vigilant artist's eye for adaptable material for her many designs, often fmding 

unexpected items that will bring her visions to life, whether it be ethereal angel wings 

or a twenty-four inch roach. She recommends hardware stores as an excellent 

resource, parficularly those that have congenial owners that get involved in her quests. 

She fmds all sorts of adaptable items such as flexible gas cable for flamingo necks. 

Barney's toes are yellow tennis balls. StiII on her wish list is a gadget that will allow 

Pinocchio's nose to grow and shrink. 
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Figure 4.6. Examples of commercial designs, 
(a) The Richards Group, 
(b) Wiley And The Hairy Man, 
(c) The Nutcracker. 
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In 1990, Irene's second book was published. The Face Is A Canvas: The 

Desjgn and Technignp nf Theatriral Makpiip is a valuable textbook. Her approach is 

different from other make-up teaching because she employs a painterly effect, which is 

a series of thin glazes of color to provide depth and angles to create the illusion of 

changed form. The delicate result is far more namral than the heavy thick applications 

of earlier theatrical styling and is more effective in conjunction with the modem 

technology of stage lighting. 

Along the way, Irene has gathered honors and awards. This year, in 1995, she 

has been accepted into The National Museum of Women in Art in Washington, D.C. 

Other accolades include 1994 USITT DeGaetani Award for Lifetime Achievement, 

Religious Drama Award of the National Catholic Theatre Conference, First Honorary 

Member of the National Costumers Association, American Theatre Association 

Children's Theatre Award, and listings in Who's Who of American Women and 

Women in American Theatre. 

In 1995, Irene Corey Design Associates is a flourishing business with a fuU-time 

staff. It has outgrown two locations and is no longer a cottage industry. With Irene's 

blessing and encouragement, Suzanne has taken the lead in handling the business 

details. "Actually, it was my aunt's 'elbow nudging' me to take some business classes, 

and I am currently enrolled at Southern Methodist University," l^ Suzanne says. Their 

plan has been to become a successful enterprise so that Irene can be involved with the 

design process, but have the freedom to embark on her next adventures. 
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CHAPTER V 

THIS YEAR 

When Irene Corey was asked for permission to write her biography, she was 

honestly surprised and a bit amused. In an intensely competitive profession, she is 

remarkable for her longevity, her work ethic, her ability to energize others, and, of 

course, her undeniable talent. The key to her effectiveness is her purity of motive, in 

that she perceives the making of art as sufficient reward. Others are able to discern 

that her body of work is but a reflection of the rare aesthetic entity that is "Irene." 

Today Irene Corey lives in Dallas, Texas, in the brown-shingled house that she 

bought in the early seventies. She continues to grow, to learn, and to nourish those 

around her. Predictably, her chosen environment reflects her artistic bent. From 

every angle and through every door, as one guest remarked, "there are a thousand 

points of conversation." 1 Here she has gathered and arranged her choices from all the 

world—her bits and pieces—into a functional composition of livable art. Books, plants, 

warm shades of yellow and orange, and a sense of peace and order fill the sunlit 

rooms. 

Bookcases line the walls of nearly every room. The front door is painted a warm 

orange, and there are "swamp monsters" on guard in the living rooín. A bit of 

elephant regalia that is an antique embroidered forehead drape graces the fireplace, and 

plants are grouped with kindred small objects: rocks, pottery, and a wine cork placed 

correctly with a dmnken cactus. Her study has a wall of windows above a comfortable 

window seat, and a tall desk is centered on the hardwood floor. An orderly clutter of 

tools, notes, correspondence, and memory objects await attention on the desk top. 

Another item dear to her heart is a soft, comfortable orange chair. She says, "For 

years, I didn't need one, as there was never any time to sit down."2 

Renowned among her friends for her gourmet cooking, Irene has a wonderful 

kitchen, equipped with a state of the art coffee maker, other necessary culinary 

utensils, and many cookbooks. Leafing through the cookbooks, one can find notes in 
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her strong handwriting of her adjustment of ingredients. She alphabetizes her spices 

because of her "blessed rage for order," as her friend, Robert Canzoneri, puts it, but 

she has not named this current set of cabinets. In his cookbook, Potboiler. Canzoneri 

remarks on Irene's influence, as well as her hands: 

For a long time Irene was the only person I willingly let into my 
kitchen. Not only did she teach me most of what I know, but it was she 
who introduced me, in the deepest sense, to the kitchen. If the kitchen 
and I had formalized our relationship, Irene would have been matron of 
honor. And she has hands that ÚQ. things. Once Candy and I happened 
upon a magazine with pictures of some actors being costumed or made 
up, or something, and we both said, "Irene!" because the disembodied 
hands doing it were so unmistakably hers. Hands like that you'd better 
tum loose in your kitchen whenever you're lucky enough to have them 
around.3 (1968, p.62) 

Encircling her home, Irene has brought to life another work of art—her beloved 

English garden. By building raised beds and winding narrow pathways, she has made 

an ordinary city lot seem infinite. Under the serene mien of stone angels, flowers 

bloom in January. A curmudgeon of a gentleman cat patrols the garden and, devoted 

only to Irene, disdains all interlopers. At one time the back fence was a series of 

recycled doors of different heights hung with plants, an example of suburban 

environmental art. This unique arrangement was featured in Family Circle magazine. 

Ironically, a neighbor complained that the fence was not up to community standards, 

proving that critical people are not always qualified critics. 

Reflecting another bright facet of Irene's personality is the day-book that she 

keeps. In one volume are several differing entries: quick sketches of flowers from her 

garden, notes on books that she is reading, Joseph Campbell, Taliaferro, to-do lists, 

and definitions. On 15 November 1992, at 5:30 a.m., she writes of her new garden 

and the placing of the lilies and iris and her plans for perennials. The research on 

flowering plants, Latin terminology, philosophy and art history has fired her 

imagination. In part, she writes: 

As a result my restless sleep was scattered with Latin names and visions 
of one flower against another! I am surrounding myself with the stuff 
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paintings are made of! Impetus to begin painting gains inside me. The 
class at Dallas Museum of Fine Arts reminds me of what I know I can 
do. And the reading! Matisse, Van Gogh, Kandinsky-re-meeting all of 
them. And last night, a new book on Hunderwasser! I was mesmerized 
by him thirty years ago by two post cards that I bought. Last night, 
merged with my garden, his linear compositions and intense colors kept 
my mind talking all night Iong.4 

At one side of the garden is the studio, a sturdy workshop for her painting. As 

her design busmess has grown and as her day-book indicated, Irene has begun to divide 

her time between the shop and her first love, painting. She works mornings in the 

shop and afternoons in the studio. She has reclaimed her box of Prang watercolors and 

is painting with a purpose. A year ago, she decided that she wanted to produce enough 

paintings for a show celebrating her seventieth birthday, and what Irene wills, she 

does. On 11 November 1995, at the Gibson Gallery in Dallas, Texas, she wiU have an 

exhibition of her watercolors, entitled "Inner Journey." One subject, the changing 

moods of a creek flowing over water-worn stones, has engaged her interest (see Fig. 

5.1). This is by no means an ending, but rather, it is the beginning of a new chapter in 

the remarkable life of Irene Corey, who sees the future as an expanding prospect. Her 

belief and continuing process is to find a way to lead the individual toward a love and 

enjoyment of the arts, if not as a career, then as enrichment of his life. In a speech to a 

teacher's group, Irene made the observation: 

I like knowing that there are people out there encouraging and fanning 
the sparks of creativity that can change lives. Be sure to keep an eye on 
your students' feet, because there just might be a shy little girl with 
wooden heels nailed to her sneakers!^ 

Once one has entered the sphere of Irene's influence, whether through her books 

or works, or as Susie Cox says, has witnessed "the light in her hands," one cannot 

imagine not knowing her. The most appropriate analogy to illustrate her influence is 

certainly not the conventional one of a rock that is dropped into a body of water resul 
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ting in a series of waves. Those circles are separate and finite. They fade and 

dissipate. Irene Corey exists at the center of a widening spiral whose unbroken line 

reaches farther each time but remains faithftil to the core. 
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Figure 5.1. Irene Corey, Untitled Watercolor, 1994. 
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CHRONOLOGY 

1925 Irene Lockridge Corey bom 27 October in Givin, lowa 

1947 B.A., Fine Arts, Baylor University, Waco, Texas 

1947-9 Instmctor in Art, Baylor University, Waco, Texas 

1949 M.A., Fine Arts, Baylor University, Waco, Texas 

1949 Married Oriin R. Corey (Divorced 1973) 

1950-62 Chak, Department of Art, Georgetown College, Georgetown, 
Kentucky 

1952&56 Studied with Reynold Amould, Paris, France 

1956-7 Student, Central School of Arts and Crafts, London, 
England 

1957-72 Co-Founder and Designer, Everyman Players Touring & 
Production Company, Kenmcky and Louisiana 

1957 The Book Of Joh 

1958 Graduate smdies at University of Kentucky 

1962 Reynard The Fox 

1963 Romans By Saint Paul 

1964 Electra 

1965 Dnn Ouixote Of La Mancha 

1967 The Tnrtoise And The Hare 

1968 Religious Drama Award, National Catholic Theatre 

1968 Author, The Mask Of Reality: An Approach To Design For The Theatre. 

1970 ThePilgrim'sProgress 

1970 Children's Theatre Award, American Theatre Association 

1972 The Tempest 

1974 Married John Barr (Widowed 1976) 

1983 Co-Founder Irene Corey Design Associates, with Suzanne Lockridge 
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1990 Author, The Face s A Canvas: The Design And Technique 
Of Theatrical Makenp 

1990 Listed in Women in American Theatre 

1994 United States Institute of Technical Theatre, DeGaetani Award for 
Lifetime Achievement 

1995 Inducted into National Museum of Women in Art, Washington, D.C. 

1995 Watercolor Solo Exhibition, "Inner Journey," The Gibson Gallery, 
Dallas, Texas 
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THE EVERYMAN PLAYERS 

Smce 1958, the Everyman Players have been recognized for seamless ensemble 

artistry. Theirs is a classical theatre without walls, nesting twenty annual summer 

seasons in an Appalachian amphitheater in Kentucky's Pine Mountain State resort Park 

then departing for over a quarter-million miles' of performances on the continents of 

North and South America, Africa and Europe. 

Orlin Corey meticulously grooms these young professionals for near anonymous 

artistry in uniquely styled productions, without subsidy, ignoring fashions of themes 

and theatre in a manner reminiscent of Jacques Copeau, captivating critics and 

audiences of many lands and tongues from Seattle to Nuremberg, Santiago to Venice, 

Montreal to Johannesburg, New York to London. A number of gifted young artists 

have emerged from the Everyman Players and are making their individual talents 

known in the regional professional theatres, and Los Angeles and New York. Among 

them are actors Walter Rhodes, Warren Hammack, Randolph Tallman, Ron Foreman, 

David Kingsley, Paulette James; designers Ken Holaman and AUen Shaffer; directors 

Marilee Hebert-Slater and Anna Antaraman; manager Stewart Slater. 

All Everyman Players share a conmion discipline of voice and speech, movement 

and imagination, an experience of world theatre classics, and the aesthetic requirements 

of directors Orlm Corey and Marilee Hebert-Slater, designers Irene Corey and Ken 

Holaman, composers Johan Franco and John Coe. Theirs is a world audience on an 

endless carousel of performance. 
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The Repertoire 

The ten productions created by the Everyman Players in twenty years were 

selected for universality of theme. Two to four years is spent on the development of 

each. Each undergoes intricate creative evolution involving actors, composers, 

designers, directors. The first five titles are favorites of all ages, particularly younger 

audiences. 

REYNARD THE FOX, Arthur Fauquez of Belgium 

THE TORTOISE AND THE HARE, Alan Broadhurst of England 

*HEY DIDDLE DIDDLE, adapted by Marilee Hebert-Slater 
from MOTHER GOOSE 

THE BUTTERFLY, Bijan Mofid of Persia 

DON QUIXOTE OF LA MANCHA, Arthur Fauquez of Belgium 

As with the above, the foUowing titles know no language impediment or 

theatrical barrier, but appeal primarily to adults: 

THE BOOK OF JOB, Orlin Corey 

ELECTRA, Sophocles 

THE PILGRIM'S PROGRESS, Oriin Corey 

THE ROMANS BY SAINT PAUL, Orlin Corey and Johan Franco 

THE TEMPEST, Shakespeare 

*ESTHER, Orlin Corey and John Coe 

* All productions designed by Irene Corey except these two. 

Premiers 

1957 TheBookOf Job 

1962 Reynard The Fox 

1963 Romans By Saint Paul 

1964 Electra 

1965 Don Quixote Of La Mancha 
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1967 The Tortoise And The Hare 

1970 The Pilgrim's Progress 

1972 The Tempest 

1976 Hey Diddle Diddle 

1978 The Butterfly 

National Tours 

1960, 1962, 1964, 1969, 1970, 1971, 1972, 1973, 1977, 1978 

International Tours 

1958 to Canada, Belgium, France, Britain with The Book Of Job 

1964-65 to Canada, Britain, Africa with The Book Of Job and Reynard The Fox 

1966 to Britain with Romans By Saint Paul and The Book Of Job 

1970 to Italy, Holland, Britain with The Tortoise And The Hare and The Book 
of Job 

1973 to Germany with The Tortoise And The Hare 
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New York City Productions 

1962,1963,1964, The Book Of Job 

1973, The Pilgrmi's Progress 

1978, The Butterfly 

Worlds Fah-s and Festivals 

Bmssels Worlds Fair, 1958 

New York Worids Fair, 1964 

Intemational Festival of the 900th anniversary of Westminster Abbey, 1966 

Biennale Festival of Venice, 1970 

Netherlands International Theatre Festival, 1970 

Nuremberg International Festival of Theatre for Children, 1973 

Cinema 

1970, Chile Film Studios, Santiago, The Book Of Job, filmed 
in classical Spanish for Latin American television. 

Television 

1964, BBC, The Book Of Job 

1966, BBC, Romans By Saint Paul 

1968, CBS, Romans By Saint Paul 

1970, BBC, The Tortoise And The Hare 

1971-73, Latin American telecasting of The Book Of Job 

1972-74 PBS re Everyman Players 

1977-78 To Tell The Tmth re Everyman Players 
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Summers 

Twenty consecutive seasons for The Book Of Job, Pine Mountain 

Resort State Park, PineviIIe, Ky., 1959-78 

Reviews 

Some 900 reviews and feature articles in the world press, including the New 

York and London Times on several occasions, Associated and Reuters Press agencies, 

Asahi press of Japan, Life, Look, Life Intemational, Oggi, Paris-match, Newsweek, 

Theatre Crafts, Horizon and some twenty university texts on theatre production, 

directing, acting, design, religious drama, children's theatre. 
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INFLUENCES 

Edmund D. Kinzinger 

Born in 1888 in Pforzheim, Germany, Edmund D. Kinzinger was a recognized 

artist in the early days of the cenmry. He was educated at the Stuttgart Academy for 

the Arts and, later, served as an artillery officer in the German Army from 1914 to 

1918. After World War I, he began to synthesize separate artistic influences in order 

to transcend the harsh realities of his time into "an art that reflected the redeemable." 

German Expressionism had begun to blend and unite with abstraction. "Symbolism, 

the mystical wing of the Post Impressionist generation, was a strong presence in 

Germany during this period of transition...The undeniable abstract power of perception 

found in Kinzinger's early work is directly linked to the new emphasis on the 

spiritual." 

As European artists sought to unite abstraction with mystical concepts to create 

meaningful images, they looked to the study of Theosophy for a guide to the expression 

of ideas that had previously seemed inexpressible. "Theosophy," a philosophy based 

on mystical insight into the nature of God, began to be linked with a search for a way 

to transform society with a reaction against the predominant materialism and 

industrialism of the prevailing German society. The path to this transformation led 

away from representational art and toward abstraction, or what might be referred to as 

a visionary representational art. 

At this time Kinzinger became acquainted with Picasso and cubism, as well as 

Archipenko and Futurism. The circumstances that force creative energy are often cmel 

and reactive. Sadly, his briUiant beginning was intermpted by the encroaching Third 

Reich. Kinzinger fled Nazi Germany in 1934, as did most of the intellecmal 

community. For a time, he established a school in Paris, The Ecole de L'Epoque. 

Later, in 1935, he made his way to America and secured a position as Chairman of the 

Art Department at Baylor University in Waco, Texas. He never fulfilled the promise of 

his early works, but became an educator. 
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Director of The Gallery at Southem Methodist University, Philip Van Keuren, 

in an essay on the occasion of Kinzinger's retrospective exhibition in 1992, made the 

following evaluafion of his work: 

.. .the early works show us an art, tmthful to its time and possessing an 
mtelligent grace and power- even sweetness. It is an honesty and 
beauty that still engages us as human beings almost eighty after the 
works' creation. Made during an often harsh and troubled moment in 
history, they stand as testament to the dazzling promise and deeply felt 
experience of a human being who had tried to decipher the ineffable 
meaning of life. (1994, Brochure) 

What a marvelous opportunity for a young aspiring artist to leam from someone 

so qualified and cognizant of the fragile namre and value of Art! frene Corey's smdies 

with Kinzinger made her aware of the necessity to search for tmth and balance in the 

aesthetic demands of design. As she stresses in her book, The Mask Of Reality: An 

Approach To Design For The Theatre: 

In any work of art, however, the extemal attributes are only a means to 
an end. The underlying idea, philosophy, or "life force" will be of an 
abstract namre. This fact indicates the designer's greatest challenge: he 
must give visual form to abstract ideas. Only when the artist stmggles 
toward this concept will the highest aspirations of the playwright and the 
director be approached. (1968, pp.2-3) 
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ORLIN COREY 

Orlin R. Corey was born in Nowata, Oklahoma, in 1925. A critical event in his 

early life was contracting Polio at age 11. For two years he was, by necessity, 

confmed and forced to fmd his own entertainment. He became an avid reader, even to 

reading such weighty fare as Mein Kampf. Radio offered news and commentary on 

current events in the tense pre-war years of the 1930's. In particular, Corey 

remembers the early warning speeches of Winston Churchill and the Nuremberg Rally 

for Hifler. This awareness of the larger world has colored his life and made him, in 

his words, a "history buff and news junkie." Corey achieved a 99% recovery from 

polio and went on to finish high school in Nowata where he participated in Drama. 

After graduation, Corey enlisted in the Navy for two years, 1944-46. He trained 

in Louisiana, the Great Lakes, and San Francisco, and saw action in the Pacific. He 

served on the aircraft carrier, The Saratoga, and finished the last six months in Hawaii. 

Corey made good use of his time in the military, earning enough coUege credits to 

allow him to enter Baylor University as a sophomore on the GI Bill. His intention was 

to major in History and study under two leading experts; Dr. Bmce Compton in 

American and Latin History, and Dr. Guitard in English and European History. 

However, he wandered into the Drama department and became a director instead. 
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