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Statement of the Problem 

CHAPTER I 

INTRODUCTION 

The problem assigned to the designer by the University Theatre in 

the fall semester of 1980 was to design and supervise the execution of 

costumes for Tennessee Williams' A Streetcar Named Desire. The play 

was to be produced in the spring semester which followed the assignment. 

Dr. George Sorensen was to be the director; Amarante Lucero and Dale 

Hearth were the lighting and set designers chosen. 

The development of any intelligent design concept for a given 

production should involve research of the background of the playwright, 

the play itself, and the period in which it was first produced. The 

data gathered forms an important step in understanding, following care

ful analysis of the script. 

Tennessee Williams is an outstanding playwright best remembered 

for his powerful characterizations, particularly those of women bred in 

the South. Thomas Lanier Williams, his given name, was a Southerner 

born in Columbus, Mississippi on March 26, 1911. His first published 

work was a short story, "The Vengeance of Nitocris," for Weird Tales. 

He labored in a succession of odd jobs, including bellhop and usher, 

before the Theatre Guild produced Battle of Angels in December 1940. 

He finally achieved success with The Glass Menagerie, produced in 

1 
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Chicago four years later. 1 

Other plays for which Williams is famous include Summer and Smoke, 

Camino Real, Cat on a Hot Tin Roof, and The Night of the Iguana. A 

Streetcar Named Desire was to win him the Drama Critics' Circle Award 

and the Pulitzer Prize in the 1947-48 season. 2 

Williams comes from a school of writers whose style is known as 

Southern Gothic. Their plays revolve around people caught between evil 

external forces and the romance of the plantation. There is usually 

one character who remains an outsider and is " ... unbalanced in extrava-

gant and colorful ways."~ Foster Hirsch, a fellow writer, saw Williams 

as a writer who placed characters in situations which would cause them 

to be judged for their sinfulness.~ 

A Streetcar Named Desire grew from many sources within the early 

writings of Williams. 5 He wrote a play titled Portrait of a Madonna , 

in which Jessica Tandy played, that concerned a mad woman who had lived 

in the same apartment for thirty years, having taken care of her mother 

1John L. Toohey, A History of the Pulitzer Prize Plays (New York: 
The Citadel Press, 1967), p. 215. 

2ran Herbert, Christine Baxter, and Robert E. Finley, eds., A 
Biographical Record of the Contemporary Stage, 17th ed., 2 vols. 
(Detroit, Michigan: Gale Research Co., 1981), vol. 1: Biographies, 
p. 715. 

3Foster Hirsch, A Portrait of the Artist: The Plays of Tennessee 
Williams (Port Washington, N.Y.: Kennikat Press, 1979), p. 15. 

4Ibid, p. 4. 

5Tennessee Williams, Twenty-seven Wagons Full of Cotton and Other 
One Act Plays by Tennessee Williams (New York: New Directions 
Publishing Co., 1953). 
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for much of that time. She believed that a lover of her youth was 

attacking her; she was eventually taken to an asylum by a doctor and 

nurse not unlike those who attended Blanche. The scene makes use of an 

old phonograph which plays a song from the past, a device employed in 

much the same manner as the blue piano of the French Quarter. 

The Lady of Larkspur Lotion6 concerns a woman who inhabits a cheap 

hotel room where she entertains men. The setting is a low rent flat in 

the French Quarter of New Orleans, one wall of which is dominated by a 

coat of arms supposedly belonging to the woman's family. The landlady, 

however, insists that it was purchased in a local junk shop. The idea 

of far away wealth, in the form of a rubber plantation in Brazil, was 

developed in the same play. It is interesting to observe the character, 

a writer, who defends the lady tenant against her unfeeling landlady. 

Williams perhaps wished, in the same way, that he could have defended 

Blanche. 

The sympathy that he feels for his characters, and for humanity as 

a whole, is best spoken in an essay that he wrote complaining of the 

" ... crying~ almost screaming need of a worlwide effort to know our-

selves and each other a great deal better, well enough to concede that 

no man has a corner on duplicity and so forth."
7 

The first version of A Streetcar Named Desire was a play which had 

7christine R. Day and Bob Woods, eds., Where I Live: Essays by 
Tennessee Williams (New York: New Directions Publishing Corporation, 
1978), p. 90. 



evolved from a short story entitled "The Poker Night," written in 

Chapala, Mexico.
8 

After the usual out-of-town tryouts, it opened in 

4 

November, 1947 at the Ethel Barrymore Theatre. John Gassner called the 

production "stirring and beautiful," being especially impressed by the 

Mielziner setting, and the performances of Jessica Tandy, as Blanche, 

9 and Harlan Branda, as Stanley. 

Brooks Atkinson, theatre critic for the New York Times, reviewed 

the performance on December 3rd of that year. He called Williams 

" ... a genuinely poetic playwright whose knowledge of people is honest 

10 and thorough and whose sympathy is profoundly human." 
.. 

He also expres-

sed appreciation for the fact that Williams had not forgotten that 

" ... human beings are the basic subject of art. Out of poetic imagina-

11 tion and ordinary compassion he has spun a poignant and luminous story. 

He was impressed by the character of Blanche, seeing her as " ... one of 

the dispossessed whose experience has unfitted her for reality."12 

Reviews were excellent in almost every critic's case. One item 

always stressed was the brilliance of the direction of Elia Kazan, an 

accomplished artist long before his connection with the play. 

8rbid, p. 19. 

9John Gassner, "Theatre Arts", Forum, February 1948, pp. 86-87. 

10Bernard Beckerman and Howard Siegman, eds., Selected Theater 
Reviews from the New York Times 1920-1970 (New York: Arno Press, 1970), 
p. 286. 

11Ibid, p. 287. 

12Ibid, p. 286. 
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Limitations of the Problem 

The most limiting factor of any theatre design is the budget avail

able; the next most important factor is the physical environment in 

which construction will take place. The size and experience of the 

crews assigned to the project, and the time available for construction 

from the project's initiation to its conclusion must be considered. 

The budget for the costume portion of the production was set at a 

maximum of two-hundred dollars. The portion of the budget used on fab

rics and notions totaled $148.82, purchases outside the fabric store 

amounted to $17.86; the total cost of the design's execution was $166.68. 

The budget proved to be adequate when designed articles were supplement

ed by the large stock of clothing stored in the costume shop. The 

tremendous number of cast members in the production forced construction 

to be limited to the major characters of the play. As a result, only 

Eunice, Stella, and Blanche had costumes built, and many existing pieces 

were altered. 

The physical environment for the construction of the garments was 

the costume shop. The main problems that developed during building 

were concerned with equipment usage. The sewing machines were often 

inoperable, probably more due to the fact that most of the production 

crew was new to their operation and maintenance than to anything else. 

The laundry equipment survived the heavy loads without any problems, 

but there was a need for better dying procedures. 

The time available for production was slightly over one month, from 

the nineteenth of January, when the crew was initially called, until 
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February twenty-sixth, when the first audience saw an invited rehearsal. 

The difficulty with completing garments on schedule partially arose 

from not having sufficient manpower to spend enough time training the 

crew members who had never sewn before. Only two of the approximately 

eight construction crew members were familiar with the operation of a 

sewing machine; however, there was a spirit of cooperation within the 

shop from the beginning. Those who knew anything about sewing helped 

those who were new to the process, and the shop supervisors did their 

best to help everyone. 

Definition of Terms 

BUILDING - construction of a costume 

CONCEPT - approach; possible method of production based upon careful 

analysis and research of a script 

CONSTRUCTION CREW - crew responsible for building and assembling 

costumes 

DRESS REHEARSAL - rehearsal in which all of the visual elements are 

present 

DRESSMAKER'S FORM- padded figure covered with muslin on which trial or 

finished garment can be constructed 

FLAT PATTERN - act of translating a sketch into the form of a usable 

pattern for construction of a garment 

MUSLIN - plain-woven sheer to coarse cotton fabric 

PHOTO CALL - dressed publicity photo session, usually held two weeks 

prior to the first dress rehearsal 

POST - leave notice on call board 
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RUNNING CREW - crew responsible for attending to costume problems on

stage or off during a show's run, also in charge of quick changes 

and laundry 

RUNTHROUGH - continuous rehearsal from the beginning line of the play 

to the last 

SCRIM - lightweight cloth used for window glass and other special 

effects; when lit from the front it appears opaque, from the back 

it appears transparent 

STOCK - those items already owned by the theatre 

TECHNICAL REHEARSAL - rehearsal at which lighting designer finalizes 

his design 

THUMBNAILS - small sketches of individual costumes used for discussion 

in the planning stages of a production 

VELCRO - fastening of two rough cloth strips which can be sewn or 

glued to a garment 

Form of Thesis 

The purpose of this design project was to bring the world of A 

Streetcar Named Desire to life for the audience, by creating an atmo

sphere of dress that would both facilitate and enhance the action of the 

play. Gathering and reporting information on the design process became 

a period of growth for the designer. Careful analysis of the methods 

employed revealed weaknesses as well as strengths in the areas of con

cept and execution, and provided a springboard for the betterment of 

future design tasks. 

The problem set forth by this undertaking has been discussed with 



regard to its definition, the background of the play and playwright, 

and limitations imposed upon the design by available budget, space and 

time considerations. 

The remaining information in the project will be reported in the 

following manner: 

8 

I will first discuss the requirements of the design which were 

present before the designer began to solve the problem. Considerations 

of dialogue, setting and director's approach arise in script analysis, 

and from concept meetings held with the director and other designers. 

The third section will delineate the process of solving the prob

lem, and subsequent execution in the shop of that original concept. 

The fourth and final section of the project will involve the 

designer's evaluation of the successes and failures of the approach. 

The remainder of this section will include evaluations of the design by 

the project chairman and the play's director. 

The appendices will include photographs of the original thumbnails, 

costume plates and costumes, as well as flat patterns, and organization

al material used in execution of the design. 



CHAPTER II 

REQUIREMENTS OF THE DESIGN 

Requirements of the Script 

Tennessee Williams' imagination has provided him with a gift for 

visualizing the scenic elements which best support the action of his 

plays. Given Blanche's preoccupation with her appearance and that of 

those around her, Williams' understanding of the play's costuming needs 

becomes essential to the designer. He incorporates his vision by means 

of suggestions found prefacing and within each scene, as well as specify-

ing garments and accessories to be used by direct references within the 

dialogue and business of the script. 

Blanche becomes the primary mirror by which we see the costumes as 

Williams would have us see them. The importance to her of her physical 

appearance and wardrobe is obvious from the first scene, in which she 

arrives at the Kowalskis' apartment. After the initial greetings, she 
"} 

rebukes Stella, saying, "You haven't said a word about my appearance."~/ 

Shortly thereafter, she brags that " ... I haven't put on one ounce in ten 

years ... " 14 She also tells her " ... I brought some nice clothes to meet 

13Tennessee Williams, A Streetcar Named Desire (New York: The New 
American Library, Inc., 1947), p. 21 

14Ibid. , p. 22. 

9 
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all your lovely friends in."15 

When Stanley confronts her in the second scene with the expensive 

contents of her trunk, her excuse is that "clothes are my passion."16 

References to Blanche's clothes which dictate necessary pieces begin 

in the same scene. The trunk's contents mentioned by Stanley include: 

a gold dress, white fox pieces, strings of pearls, gold bracelets and 

a rhinestone tiara. The trunk contents were located by costume workers, 

but handled by the property crew. The dinner dress that she wears in 

the same scene must have "Some buttons in back."17 They were incorpor-

ated into the design of the dress, but for the convenience of the actors 

a false Velcro fastening was employed. 

In the fifth scene, Blanche speaks of the way in which " ... soft 

people have got to shimmer and glow- they've got to put on soft colors, 

the color of butterfly wings."18 This statement helped to determine 

the muted hues of Blanche's street clothes, as well as being a reinforce-

ment of the moth metaphor, which pushed her designs toward light, airy 

fabrics further softened by lace edgings. The same scene finds Stella 

spilling coke on Blanche's white skirt. 

The detail with which Blanche describes her last outfit, from the 

yellow silk dress and blue jacket, to the artificial violets and seahorse 

15 Ibid, p. 23. 

16Ibid, p. 38. 

17Tennessee Williams, A Streetcar Named Desire (New York: The New 
American Library, Inc., 1947), p. 38. 

18Ibid, p. 79. 
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pin, was used to point up the lack of control that she had over her own 

life at the end of the production. She was given a mauve silk dress, 

and the conversation with Eunice and Stella appeared to be an attempt 

to humour her. 

Blanche's comments on her own wardrobe are most frequent; however, 

she is also inclined to remark about the attire of the other characters. 

During her first conversation with Stella, unaware of her pregnancy, 

she comments on Stella's weight gain, as well as the dirt on her lace 

collar. In the sixth scene, she compliments Mitch on his jacket, which 

he says is made of alpaca. Later, in the ninth scene, she draws atten

tion to his dirty clothing, perhaps in order to sidetrack his foul mood. 

It is interesting to note that she doesn't specifically comment on 

Stanley's appearance, except to view his behavior as being extremely 

uncivilized. 

Stanley complains of the heat in the first scene, which necessitates 

his removing his shirt. In the eighth scene, he argues with Stella, who 

proceeds to rip his undershirt, which called for a breakaway front. He 

makes use of his silk pajamas in the tenth scene, which we are told he 

wore on his wedding night, a foreshadowing of Blanche's forthcoming rape. 

The costume suggestions which Williams makes, while not a part of 

the actual dialogue, can aid the designer in character analysis, and 

when they appear to be correct interpretations of the action, can pro

vide a starting point for the final design. 

While this designer sees Blanche's arrival entirely in white as 

being too obvious a comment on her total separation from the immediate 
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environment~ the idea of dress suited for a garden party is an interest

ing contrast with the working class clothes and mannerisms presented by 

Mitch and Stanley in the same scene. 

The same clear interpretation of character seems evident in 

Williams' choice of a red satin robe for Blanche's dressing scenes. 

The robe at first glance would seem out of character with the soft 

colors and fabrics of her street wear. However, as the play unfolds, 

the harsh realities of her recent past suggest that the robe may have 

been of use at the Flamingo Hotel. The robe used in the production was 

satin, but more wine than scarlet. 

The colored shirts of the poker players of the third scene gain 

emphasis by use of the single bulb which illuminates their play. 

Williams saw the players in solid hues at their most intense values; 

this production had more muted shades in order not to subordinate the 

costumes that Stanley wore, which were of earthen tones. 

Blanche's description of Stanley as an ape-man in the fourth scene 

is augmented by his arrival in the most grease stained, dirty slacks 

and undershirt imaginable. He becomes even more ape-like in this produc

tion, due to his slacks, which only seemed to fit well when pulled high

er than the normal waistline, a fact which made his arms appear even 

longer. 

Blanche's costume in the tenth scene began with the crumpled white 

satin and tiara suggested by Williams, but wine draping was added in 

order to add movement, as well as colo~ to the gown. The poor condition 

of the white gown serves as a contrast with her arrival in the first 
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scene, and an indication of the desperate struggle of the character to 

escape reality and return to the beauty of remembered youth. 

Williams' use of the Mexican woman and the nurse as death figures 

is seen in his visualization of them in dark, severe clothes; their 

appearance paralyzes Blanche, who views them as a terrifying vision of 

her future. 

Requirements of the Director 

Dr. Sorensen, the production's director, believed that the action 

of the play occurred on three levels, areas which were established by 

Blanche's frame of reference. 

The first environment for action was the reality of the Kowalskis' 

apartment. Blanche had come to stay with her sister after a series of 

personal tragedies; the death of her family, the loss of Belle Reve, a 

demeaning scandal involving one of her students, and her stay at the 

Flamingo. She had nothing but her wardrobe to remind her of the luxury 

and security to which she had been accustomed. Stella's apartment was 

the only place where she could take refuge from her past, and despite 

its poor condition, it did beocme a haven of a sort for her. Blanche 

works throughout the first ten scenes to make the arrangement livable, 

and establishes the bedroom as her personal environment even though she 

does not sleep there. People who appear within the confines of the 

apartment, although not always agreeable with her, were solid figures 

with whom she could communicate. 

The second level for action was the street, an area that always 

appeared as a threat to Blanche's welfare. The mugging of the 
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prostitute, placed just outside the apartment window, is indicative of 

the violence and vulgarity that Blanche so hated. The street, and the 

shadowy figures who inhabited it, reminded her of the reality she 

sought to avoid. Her fear blinded her, so that the street people be

came stereotypes of the outside world, strangers who were not to be 

trusted, but who appeared so briefly that they would never be known. 

Seeing them behind the scrims of the set added to their ghostlike 

quality. 

The third level of action was the final descent of Blanche into 

madness, which was to pull the stage picture into a dreamlike state; 

paintings of the Impressionist school came closest to the quality that 

he desired. The trance began with the rape of the tenth scene, at which 

time the apartment ceased to be a haven, and Blanche retreated for the 

last time from reality. 

The director saw the donning of the tiara as a turning point for 

Blanche. Her preoccupation with her appearance changed from an obses

sion to a destructive game at that moment. She became a clown, as much 

a victim of reality as the other street people. 

The metaphor of the moth was accepted as the symbol for Blanche, 

but as a moth dies when it flies too close to a flame, the play in 

totality was seen as a funeral march for Blanche. Mauve was seen as an 

alternative to funeral blacks and grays, and was repeated in many of 

Blanche's outfits. All of her colors were grayed. 

Stella was to be a combination of past and present, the classic 

lines of Southern gentility mixed with the roughened textures and harsher 
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colors of her present neighborhood. Stanley was seen in the earth 

tones that reflect the primitive, eternal colors of nature. His colors 

came closest to the orange clays, golds and browns of the soil. 

Throughout the production, the director was a source of inspira

tion and creativity. Communication was frequent, and never became a 

directive, but a guiding force that unified the production's total de

sign effort. 

Requirements of the Other Designers 

The set and lighting designs which evolved during the production 

of A Streetcar Named Desire not only served as contributing members of 

a design concept that was unified and functional, but enhanced the cos

tume design as well. 

The colors with which the three designers began were suggested, in 

part, by the director. The discussions involving costume choices have 

already been recorded. The general scheme for the setting consisted of 

greens, brick reds, and browns. The greens later became blue-greens, 

the reds were tempered to faded shades of rust and wine. 

The arrangement of the setting, in terms of multiple stairs and 

scrims behind which the street people could be seen, necessitated more 

intense color, sharper value contrasts and cut-out detailing in these 

costumes. The scrims gave a shadowy edge to the figures; the stairs 

and platforms made the physical distance between actor and audience 

greater than usual. 

The lighting designer worked closely with both the set and costume 

designer, in order to see that no solvable problems continued to the 
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technical and dress rehearsals. Swatches of cloth were tested under 

various gels to discover those that would distort hues the least. One 

straw gel which might have presented a problem with white fabrics 

caused no change; however, by the costume designer forgetting to test 

one sample, a pale rose dress came closer to an apricot that was 

fortunately as pale as the original. 



CHAPTER III 

SOLUTION AND EXECUTION OF THE DESIGN 

The Solution of the Design 

The beginnings of a solution to the design problem offered by A 

Streetcar Named Desire were found in the rich texture of Williams' 

script. These initial impressions were later refined by considerations 

not only of the concepts of the director and fellow designers, but by 

limitations imposed by the size of the auditorium, the budget, the time 

available for building, and the size of and practical experience pos

sessed by the costume crew. 

Williams has set the play in the French Quarter of New Orleans, a 

magical environment composed of brightly colored two story houses that 

seem to lean on one another for support, narrow streets and funeral pro

cessions gayer than most weddings, where jazz musicians and waving hand

kerchieves dance a farewell. It is a city, and particularly a section, 

where life is a celebration, if only because the locale hasn't yet sunk 

into the steamy swamp of Lake Pontchartrain. 

The colors were kept as pure as possible in the clothes of the 

characters indigenous to the Quarter. Blanche's costumes were more sub

dued in order to satisfy the moth metaphor. All of the scenes except 

the last take place in the spring and summer months, which are as a rule 

hot and extremely humid; the characters were dressed lightly accordingly. 

17 
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He defines the period only as being after the war, since Mitch 

and Stanley served together in the armed forces. The director set the 

year at 1947, the year that the play opened on Broadway. The men wore 

cuffed, pleated slacks, and either solid or plaid short sleeved shirts. 

The blazers were single breasted with padded shoulders. Some of the 

men wore fedoras and wide ties. The women of the production wore dress

es or skirts and blouses; the fabrics were silk, jersey, cottons and 

linen. The silhouette consisted of wide shoulders, narrow, belted 

waists, and A-line or narrow box-pleated skirts that fell to a point 

just below the knee. The suit of the matron was the only severely pad

ded garment, as the design concept favored a softer line. Blanche's 

bodices were pushed back into the softer, more feminine lines of the 

thirties in order to show her separation from the other characters, her 

fragility, and her desire to return to an earlier time frame. 

All of the characters, with the exception of Blanche and Stella, 

were blue-collar workers, or housewives, as in the case of Eunice. 

Their education ended for some with a high school diploma; many probably 

did not go that far. Their lives were composed of surviving an eight or 

ten hour day in order to come home to participate in social events like 

bowling, card games, pool and drinking. The chances of advancement in 

position, power, or financial security were poor, but there was comfort 

in numbers, and their relationship with friends became most important. 

Stella and Blanche came from a far different environment, one of 

comfort, luxury and ease. If they hadn't left the plantation, the 

chances of their ever working a full day would have been very slim. 
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They had been used to being catered to by others, a habit that Stanley 

had destroyed in Stella. Stella retained some of the past in her lace 

collars and tailored clothes, but she had been living with Stanley for 

some time, and was no longer as fastidious as Blanche, if she ever had 

been. As the play and her pregnancy progressed there was a greater 

effort to dress her in the functional style and solid earth tones of 

Stanley's._c:.ostumes. Blanche retains her luxurious wardrobe, despite 

the new environment, because it is so very important to her image of 

herself. Despite her poor financial situation she insists upon keeping 

her appearance consistent with the past lifestyle, up to the scene where 

she dons her tiara and ragged evening gown. 

The ages of the characters are not given and could, therefore, be 

debated. However, the relative position of their ages is important to 

the action of the play. Stella and Stanley are the youngest; Mitch is 

probably a few years older than Stanley. Their ages would best be 

placed in the late twenties; Stanley and Stella had been married for 

several years, and he and Mitch spent time together in the service be-

fore that period. Blanche was older, probably in her mid-thiries, young 

enough to still be attractive to one of her high school students, old 

enough to feel that her youth had slipped away without having had a 

stable relationship to make the transfer to middle age more graceful. 

The director saw Steve and Eunice as older than Stanley and Stella, 

perhaps by as much as ten years, and their relationship as a foreshadow-

ing of the Kowalskis' future. Especially interesting were the ways in 

which Stella might change over an extended length of time spent with 
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Stanley. Pablo was also a long term member of the neighborhood, prob-

ably as old as Steve. 

Attempts to establish relationships between the characters were 

made primarily in terms of color. Steve and Eunice appeared in gray-

green, his in the plaid of his shirt, hers in the background of the 

housedress she wore. Stanley and Stella were closest in color when she 

wore chocolate, an earth tone like those chosen for him, during her 

pregnancy. She returns to the navy blue that sets her apart from him 

after the baby is born, and Blanche has been raped. Blanche's colors 

are more muted and pastel than the others to isolate her. The only 

color reminiscent of sensual New Orleans is the wine of her robe and 

the evening gown. Stanley and his poker friends wear earth tones at all 

times, their games and entire lifestyle seen as more stable than other 

aspects of the play, particularly the street scenes. Several characters 

appear in the same costume at the beginning and end in order to show the 

static nature of the neighborhood in spite of Blanche's tragic departure. 

The doctor and nurse are middle-aged, sober attendants at Blanche's 

social demise. The cut of their clothes and somber hues were the most 

severe of the play, second only to the Mexican woman who sells flowers 
• ,.f ·~· ....... ~ ••• 

for the dead. 

Blanche's desire to constantly upgrade her appearance, and the 

colors that she exhibited tended to focus the attention upon her in 

nearly every scene. She was seen in pastels or the brilliance of wine 

satin, appearing in a different intensity than those around her. 

Stanley's hues included orange, which in the plaid of his poker shirt 
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made him the most prominent player. Mitch achieves secondary focus at 

the table because his costume is more formal than the other three play-
-----

ers. Eunice achieved focus at the top of the stairs, both because of 

the sagging lines, and the rough chenille texture of her robe. An 
- ~· ···-·· ....... ,, .. ,.,~; .. 

attempt was made to bring the hue as close as possible to that of the 

robe that Blanche wore, in order to emphasize the contrast between the 

cut and texture of the two. 

The mood of the play was alternately violent and subdued, dynamic 

and unchanging. The onset of madness was contained within situations 

and a physical environment that border the most mediocre in life. The 

relative stability of the apartment battles with the steady victimiza-

tion of the street behind. Due to the interplay of the two environments, 

there is a great deal of tension created. We recognized this feeling 

as the viewpoint of Blanche; the entire production was to have been 

viewed through her eyes. 

I 
/ 

/ 

The difference between Blanche's life on the plantation and in the 

hotel creates a certain tension which was repeated in the difference 

between the way she appeared in her delicate street clothes and in the 

slip and dressing robe under the bedroom light. Her last dress dis-

played the harsh color of the immediate past in public view. From the 

donning of her robe in the ninth scene, she wore nothing but wine and 

/ mauve, a surrender for her. Her image is no longer of importance to 
I 

( 
~- her or to anyone else. 

The style in which the play was produced was basically Realistic, 

until the last two scenes, which became Impressionist:ic .. _~s Blanche lost 
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grasp on reality, and slid into the final dream state of insanity. 

The characters of the street were always seen as stereotypes, instead 

of emphasizing their individuality. They were dressed simply, in the 

colors and textures common to the set, as if they had grown from the 

( 
environment; the only exceptions we·re the white uniforms of the night 

nurse and the sailor. 

The Execution of the Design 

The sequence of the procedures which were followed in the solution 

and execution of the costume design for the production was determined 

in part by the cast audition and rehearsal schedule, and by the Univer-

sity calendar. 

The designer's reading and analysis of the play began in October 

when the design assignments for the following semester were being final-

ized. Two conferences with the director followed in the first two weeks 

of December, when previous production work done in the shop had begun to 

dissipate. These conferences had not included the other designers, who 

were consulted separately before the semester reached its conclusion. 

The discussions of December were with regard not only to the director's 

and designer's concepts for the production, but encompassed a detailed 

analysis of the practical and aesthetic needs of individual characters 

and their relationship to one another. 

Most of the research done for the production was completed over 

the vacation period, and was found in magazines and newspapers of the 

period discussed. It was important that the costumes had the proper 

silhouette, fabrics and colors in use at the time to establish the 
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proper time frame for the viewer. 

The thumbnails, painted for the sake of discussion, were completed 

over the same period so that conferences could be held upon the design-

' er s return to the campus on the twelfth of January. Auditions were 

held during the first few days of the semester so that a cast roster 

was available by the end of the first week. 

The request for measurements was posted on the nineteenth day of 

the month. On the same day, the construction and running crews met for 

an organizational meeting. That date was exactly three weeks prior to 

the photo call, and five weeks before the first dress rehearsal. 

On January twenty-first, an organi?ational meeting was held for 

the cast and crew of the production, followed by a production meeting 

attended by the director and designers. At the general meeting thumb-

nails were presented to the cast, along with a discussion of the design-

er's concept for the show. Designer conferences continued weekly on 

Wednesday mornings up to the time of the opening. 

During the second week of the semester organizational plots were 

completed and hung in the shop, along with the thumbnails. Most measure-

ments were completed by the end of the same week. Costume construction 

crew members began to pull accessory items from the shelves, a job 

which continued into the next week. Shoes, purses, hats and belts of 

the proper period were sized and shelved for selection at a later point. 

Flat patterns were developed during the week of January twenty-

sixth for Blanche's three blouses, skirt and rose dress, as well as for 

Stella's brown print dress. All other constructed articles were made 
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from patterns of the period. 

The first shopping expedition for fabric occurred on January 

thirtieth, followed by three subsequent trips for fabric trims, a lace 

collar, sewing notions and fabrics which had been in short supply during 

the first trip. 

Other purchases occurring during the building period were of a 

body suit for Blanche's bath scenes, pearl jewelry and men's shirts 

from the Goodwill store, and roses with which to detail Blanche and 

Stella's costumes. 

Those costumes not in construction or to be purchased were pulled 

from stock and placed on a hanging rack by character, so that every 

possible garment could be tried on as the actor came in for his fitting. 

The initial fittings occurred prior to photo call on the ninth of 

February, so that the only people who returned for final fittings were 

the actresses portraying Blanche, Stella, Eunice and the neighbor woman. 

In the week before the call the costume crew gathered the remainder of 

items which had not been found for the first fittings. The photo call 

was massive in the number of characters called. The crew pulled together 

every completed costume for use in the session. Some of the major con

structed pieces were still in construction, and were not used. 

The running crews experienced a complete runthrough of the show on 

the nineteenth of February, which prepared them for the quick changes. 

They were timed by the running crew head. The use of costumes which 

would involve quick changes, as well as shoes, began with the technical 

rehearsals on February twentieth. 
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By the second dress rehearsal on February twenty-fourth, all the 

garments were in use onstage, but finishing work was being done on 

Blanche's robe and evening gown. By the next rehearsal, the two items 

were complete. February twenty-sixth was an invited rehearsal, the 

following night was the opening. The production ran through March third. 

The running crew had been working every night since the nineteenth of 

February when the show closed. 

It should be noted that no design would ever be well executed with

out the cooperation of a dedicated construction and running crew. The 

designer of this production was fortunate to have a great many crew 

members who gave of their energy and time without complaint, and were 

not afraid to learn. 



CHAPTER IV 

EVALUATION OF THE COSTUME DESIGN 

Evaluation by the Designer 

Dress rehearsal was the first opportunity for the designer to view 

the costumes at work onstage, and was the time, therefore, to analyze 

the ways in which they did and did not function as an integral part of 

the production effort. 

The designer sought to first examine the aesthetic qualities pos

sessed by the costumes in terms of the elements most important to design, 

those of line, color, texture and mass. 

The lines of the costumes were simple, in keeping with the need 

for functional clothing of the blue collar characters indigenous to the 

area. It had been an early goal to push Stella's costumes toward the 

tailored lines of Stanley's clothes, but they may have been made too 

functional, considering her wealthy past. Softer lines would have made 

her character more sympathetic, and more clearly aligned her with her 

sister. Blanche's more feminine clothing borrowed more from the thir

ties' silhouette, and clearly separated her from the others, which was 

the desired result. 

The colors were successful as a whole. They were very much in 

keeping with the spirit of the total scenic effort, yet were different 

enough from those used in the background to keep the actors from fading 

26 
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into the walls. The costumes of the street characters would probably 

have been more visible had they been colored more vividly. The attempt 

to connect Stanley to his fellow poker players in terms of earth tones 

was successful, as was the attempt to bring Stella's hues closer to his 

during her pregnancy. It could be argued that Blanche's costumes varied 

widely in terms of value and hue, but it was necessary to show the great 

disparity between her lifestyle at the Flamingo Hotel and the image 

which she was trying to project to those who knew nothing of that period. 

The texture of the costumes varied from rough work clothes to the 

lace finery of Blanche's street clothes and the harsh satin of her 

dressing robe. It could not be said that the design was unified in 

terms of an overall texture, for the textural choices made were with 

regard to the needs of individual characters. 

In order to adequately evaluate the design it was necessary to 

examine the ways in which the costumes related to the action of the 

play, and to the needs of the actors who wore them. Some of the prob

lems which developed with the use onstage could have been prevented by 

greater attention to the business which had developed during previous 

rehearsals. The gown worn by Blanche in the tenth scene would have 

been the proper length, had it not been for a wild attempt to escape 

from the apartment which caused one of that length to become entangled 

in the kitchen chair. The white skirt which was repeatedly used in her 

costumes became filthy after a few scenes played on the stage floor, 

and should have either been duplicated or an alternative design used in 

its place for every scene except the one in which Williams mentions it. 
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Blanche's dressing gown seemed to be functional, but had a tendency to 

slip off the shoulders, and would have been less annoying had the 

fastening been closer to the neck. 

The costume design worked well with the set and lighting designs, 

and seemed to work in harmony with the production concept. Hopefully, 

it served the function of bringing the audience to an understanding of 

the play that was more satisfying because of the visual elements present. 
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COSTUME LIST 

PRINCIPALS: Female 

Eunice Hubbell 
1. Print housedress, pink slip, black shoes. Scenes 1, 5, 11. 
2. Wine chenille robe, black slip, brown slippers. Scene 3. 

Stella Kowalski 
1. Pale apricot blouse with lace collar, navy skirt, black 

shoes, white slip. Scene 1. 
2. Navy dress with white lace collar, white slip, navy hat, 

navy purse, black shoes. Scenes 2, 3. 
3. Pale turquoise robe, light green slippers, white slip. 

Scenes 3, 4. 
4. Brown print dress, white slip, black shoes. Scene 5. 
5. Addition of pillow attachment to #4. Scenes 7, 8. 
6. White blouse, navy skirt, white slip, black shoes. 

Blanche 
1. 

2. 

3. 

4. 

5. 

6. 
7. 

Scene 11. 

DuBois 
Pale blue blouse, white skirt, white slip, white shoes, 
white hat with blue flowers, white gloves, beaded white 
bag. Scene 1. 
Wine satin dressing robe, white slip, beige body suit, 
white shoes. Scenes 2, 3, 4, 7, 9, 11. · 
Pale rose dress, white slip, white beaded bag, white 
shoes. Scenes 2, 3. 
Violet blouse, white skirt, white slip, white shoes, 
white shawl. Scenes 5, 6. 
Print blouse, white skirt, white slip, white shoes. 
Scene 8. 
Tiara, evening gown, white slip, white shoes. Scene 10. 
Mauve dress, black shoes, white slip, black purse. 
Scene 11. 



COSTUME LIST (continued) 

PRINCIPALS: Male 

Stanley Kowalski 
1. Gray work shirt, T-shirt, beige slacks, black shoes. 

Scenes 1, 5. 
2. Orange and brown plaid shirt, beige slacks, T-shirt, 

black shoes. Scenes 2, 3, 11. 
3. T-shirt stained with grease, dirty tan slacks, black 

shoes. Scene 4. 
4. T-shirt, beige slacks, black shoes. Scenes 7, 8, 10. 
5. Red pajamas. Scene 10. 

Harold Mitchell 
1. Gray work shirt, tan slacks, black shoes. Scenes 1, 9. 
2. White shirt, gray slacks, black belt, black shoes, gray 

tie, gray vest. Scenes 3, 11. 
3. Addition of gray wool blazer to U2. Scenes 5, 6. 

Pablo Gonzales 
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T-shirt, green shirt, charcoal slacks, black shoes, black 
belt. Scenes 3, 11. 

Steve Hubbell 
1. Blue and yellow plaid shirt, beige slacks, black shoes, 

T-shirt. Scenes 1, 5. 
2. Green and blue plaid shirt, beige slacks, black shoes, 

T-shirt. Scenes 3, 11. 



COSTUME LIST (continued) 

ADDITIONAL CAST: 

Neighbor Woman 
Blue and violet plaid housedress, white slip, brown men's 
slippers, apron. Scene 1. 

Mexican Woman 
Black shift, black fringed shawl, black hose and oxfords. 
Scenes 2, 9. 

Young Collector, Young Man 

Nurse 

Light blue plaid shirt, navy slacks, belt, tennis shoes. 
Scenes 5, 9. 
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Navy suit, white blouse, white slip, black ribbon tie, black 
pumps. Scene 11. 

Doctor 
Charcoal suitcoat and slacks, black tie, brown fedora, white 
shirt, black shoes. Scene 11. 

Sailor 
White sailor suit, black tie, sailor's cap, black shoes. 
Scene 1. 

Drunk, 1st Male Lover 
Ragged grey sportcoat, torn grey slacks, white stained shirt, 
black shoes. Scenes 2, 3, 6. 

Young Woman 
Dark print dress, black shoes, white slip, black bag. 
Scene 9. 

2nd Male Lover 
Green sportcoat, white shirt, brown slacks. Scene 3. 

Hooker 
Scarlet blouse, black slit skirt, dark hose, black heels, 
clutch. Scene 6. 

Night Nurse 
White dress uniform, white oxfords, white slip, white cap, 
black bag. Scene 6. 



COSTUME LIST (continued) 

Shopper 
Beige blouse, brown skirt, white slip, brown pumps, brown 
bag. Scene 11. 

Vendors 
Eight aprons of various patterns of red and white. Scenes 
4, 8. 
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Figure 8. Costume Design-Eunice Hubbell: Scenes 1, 5. 
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Figure 9. Costume Design-Eunice Hubbell: Scene 3. 
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Figure 10. Costume Design-Stella Kowalski: Scene 1. 
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Figure 11. Costume Design-Stella Kowalski: Scenes 2, 3. 
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Figure 12. Costume Design-Stella Kowalski: Scenes 3, 4. 
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Figure 13. Costume Design-Stella Kowalski: Scenes 5, 7, 8. 
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Figure 14. Costume Design-Stella Kowalski: Scene 11. 
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Figure 15. Costume Design-Blanche DuBois: Scene 1. 
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Figure 16. Costume Design-Blanche DuBois: Scenes 2, 3, 4, 7, 9, 11. 



I 
I 

( 

~ 

' ' . - . •, ,. 

I • 

I 

~ ~ 

Figure 17. Costume Design-Blanche DuBois: Scenes 2, 3. 
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Figure 18. Costume Design-Blanche DuBois: Scenes 5, 6. 
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Figure 19. Costume Design-Blanche DuBois: Scene 8. 
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Figure 20. Costume Design-Blanche DuBois: Scene 10~ 
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Figure 21. Costume Design-Blanche DuBois: Scene 11. 
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Figure 22. Stanley Kowalski: Scene 1. 
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Figure 23. Costume Design-Stanley Kowalski: Scenes 2, 3, 11. 
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Figure 24. Costume Design-Stanley Kowalski: Scene 4. 
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Figure 25. Costume Design-Stanely Kowalski: Scene 10. 
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Figure 26. Costume Design-Harold Mitchell; Scenes 1, 9. 
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Figure 27. Costume Design-Harold Mitchell: Scenes 3, 11. 
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Figure 28. Costume Design-Harold Mitchell: Scenes 5, 6. 



Figure 29. Costume Design-Pablo Gonzales: 

l . 
- t 

·' 

Scenes 3, 11. 
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Figure 30. Steve Hubbell: Scenes 1, 5. 
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Figure 31. Costume Design-Steve Hubbell: Scenes 3, 11. 
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Figure 32. Costume Design-Neighbor Woman. 
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Figure 33~ Costume Design~exican Woman, 
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Figure 34. Costume Design-A Young Collector. 
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Figure 35. Costume Design-Nurse. 
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Figure 36. Costume Design-Doctor. 



74 

Figure 37. Costume Design-Sailor. 
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Figure 38. Costume Design-Drunk. 
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Figure 39. Costume Design-Young Woman. 
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Figure 40. Costume Design-Hooker, 
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Figure 41. Costume Design-Night Nurse. 
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Figure 42. Costume Design-Shopper. 



APPENDIX E: Production Photographs 

80 



81 

Figure 43. Production Photograph-Scene 1: Stella and Blanche. 



F
ig

u
re

 4
4

. 
P

ro
d

u
ct

io
n

 P
h

o
to

g
ra

p
h

-S
ce

n
e 

2
: 

S
te

ll
a
 a

nd
 

S
ta

n
le

y
. 

0
0

 
N

 



I ' \~
 

F
ig

u
re

 
4

5
. 

P
ro

d
u

ct
io

n
 P

h
o

to
g

ra
p

h
-S

ce
n

e 
2:

 
(l

e
ft

 
to

 
ri

g
h

t)
 

S
te

ll
a
, 

S
ta

n
le

y
 a

nd
 

B
la

n
ch

e.
 

0
0

 
w

 



F
ig

u
re

 
4

6
. 

P
ro

d
u

ct
io

n
 P

h
o

to
g

ra
p

h
-S

ce
n

e 
3

: 
(l

e
ft

 
to

 
ri

g
h

t)
 

S
te

v
e,

 
S

ta
n

le
y

, 
M

it
ch

 a
n

d
 P

ab
lo

. 
0

0
 

~
 

' A ' 



F
ig

u
re

 
4

7
. 

P
ro

d
u

ct
io

n
 P

h
o

to
g

ra
p

h
-S

ce
n

e 
4

: 
B

la
n

ch
e 

an
d 

S
te

ll
a
. 

0
0

 
U

l 



F
ig

u
re

 
4

8
. 

P
ro

d
u

c
ti

o
n

 P
h

o
to

g
ra

p
h

-S
ce

n
e 

5
: 

S
te

ll
a
 a

n
d

 
B

la
n

ch
e.

 
0

0
 

0
'\

 



87 

Figure 49. Production Photograph-Scene 10: Stanley and Blanche. 
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Figure SO. Production Photograph-Scene 11: Stella and Eunice. 
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