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Abstract

The meanings originaly communicated by Elizabethan/Jacobean dress have long been
confined to history. Why, then, have doublets, hose, ruffs, and farthingales featured in many
UK Shakespeare productions staged since the turn of the twenty-first century? This thesis
scrutinises the practice of costuming Shakespeare’'s plays in Elizabethan/Jacobean
(‘Jacobethan’) dress. It considers why this approach to design appeals to contemporary
directors, designers, and audiences, and how it has shaped the meaning of the playwright’s
works in specific performance contexts. Chapter One examines the ‘original practices
processes devel oped by Shakespeare’ s Globe' s costume team between 1997 and 2005. Chapter
Two establishes how Jacobethan-dress costuming has become a Shakespearean performance
‘tradition’, focusing on the practices of the Royal Shakespeare Company, Shakespeare’ s Globe,
and the National Theatre. Chapter Three ascertains how myths relating to the ruff and Queen
Elizabeth | have been manipulated by theatre practitioners, and Chapter Four explores
instances where Jacobethan costumes were used to represent fantastical elements in
Shakespeare’ s plays. Chapter Five assesses how such garments function in productions defined
by atemporally eclectic approach to setting. This study reframes Jacobethanism as a dynamic
collection of practices capable of refashioning textual meanings, reflecting present-day

political and societal shifts, and confronting contemporary injustices.
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I ntroduction

It has been approximately 420 years since the peascod doublet fell out of fashion. This peculiar
round-bellied garment—stiffened and stuffed with several pounds of padding—originally
communicated a great deal of information about the man wearing it.! In the 1580s and ‘90s,
the peascod doublet signalled that the wearer could afford to participate in the cutting-edge
fashion trends of continental Europe.? The style’'s French affiliations would have been noted
by passers-by, along with the nature of the garment’s fabrics and surface adornment. For
example, decorative cuts or slashes were a bold statement of wealth;® cloth of silver indicated
more specifically that the wearer was a baron, viscount, or member of the royal family.* The
peascod style was al so associated with fertility, virility, and marriage: the peapod (after which
the garment was named) symbolised these qualities in Elizabethan culture, and the doublet’s

rounded form replaced the earlier codpiece as a sartorial exaggeration of aman’s genitalia.®

Today, we no longer have access to the many layers of meaning embedded in the peascod
doublet—or indeed any other item of early modern clothing. The complex cultural codes that
determined how these garments were originally ‘read’ have long been confined to history.
Why, then, have doublets, hose, ruffs, and farthingal es appeared in numerous UK Shakespeare

productions staged since the turn of the twenty-first century? Between 1996 and 2019, 47 per

1 Melanie Braun and others, 17th-Century Men's Dress Patterns; 1600-1630 (London: Thames & Hudson in
association with the Victoriaand Albert Museum, 2016), p. 26.

2 Jane Ashelford, Dress in the Age of Elizabeth | (London: Batsford, 1988), p. 152.

8 Cuts or slashes (known as ‘pinking’) revealed additional layers of expensive textiles and telegraphed that the
wearer was above the thrifty practice of reworking old garmentsinto new forms. For more on pinking, see Natasha
Korda, ‘*“The Sign of the Last”: Gender, Material Culture, and Artisanal Nostalgiain The Shoemaker’s Holiday',
Journal of Medieval and Early Modern Studies, 43.3 (2013), 573-97.

4 The limitations around who could wear cloth of silver are detailed in a 1574 Sumptuary Statute regarding men’s
apparel; A Booke containing all such Proclamations, as were published during the Raigne of the late Queene
Elizabeth, British Library <https://www.bl.uk/collection-items/proclamation-against-excess-of -apparel-by-
gueen-elizabeth-i.> [accessed 14 February 2020]

5 Juana Green, ‘ The Sempster’ s Wares: Merchandising and Marrying in The Fair Maid of the Exchange (1607)’,
Renai ssance Quarterly, 53.4 (2000), 1084-118 (pp. 1100-1).



cent of Shakespeare' s Globe’' s main-house productions were set in the period of Shakespeare's
lifetime. Elements of early modern dress appeared in four of the 26 stagings presented by the
National Theatre during the same period, and in 15 productions staged by the Royal
Shakespeare Company (RSC).6 The popularity of this form of design is puzzling for reasons
other than the inaccessibility of the garments’ origina meanings. Shakespeare locates most of
his narratives in times and places far removed from the context in which they were first staged.
Medieval monarchies, Ancient Rome, the Mediterranean, and mythological realms all feature
as settings in the playwright’s works with greater regularity than Elizabethan/Jacobean

England.”

This thesis scrutinises the curious practice of costuming Shakespeare's plays in early modern
dress. | examinethe artistic intentions underpinning arange of relevant productionsto establish
why this approach to design has appeaed to contemporary designers and directors; | also
consider how the garments presented on stage communicated to audiences. My intention isto
unpick the ideas, assumptions, and desires that cluster around the clothing worn during
Shakespeare's lifetime and to examine how these associations have been manipulated by
theatre practitioners to mould the meanings of the playwright’sworks. What are these obsolete

forms of dress doing in twenty-first-century Shakespearean performance? To what extent have

8 The four National Theatre productions featuring elements of early modern dress include Hamlet (2000; directed
by John Caird, designed by Tim Hatley), Much Ado About Nothing (2007/8; directed by Nicholas Hytner, designed
by Vicki Mortimer [set] and Dinah Collin [costume]), Twelfth Night (2011; directed by Peter Hall, designed by
Anthony Ward), and Twelfth Night (2017; directed by Simon Godwin, designed by Soutra Gilmour). The total
number of productions given here (26) excludes Education Productions. See Chapter Two and the Appendix for
further details regarding the Shakespeare’ s Globe and Royal Shakespeare Company data.

" The nature of *setting’ in Shakespeare's playsis complicated. In some plays, specific locations are identified in
characters' speech (for example: ‘Thisis lllyria, lady’, Twelfth Night [1.2.1]; ‘imagine me, / Gentle spectators,
that | now may be/ In fair Bohemia', The Winter’s Tale [4.1.19-21]; ‘In fair Verona, where we lay our scene’,
Romeo and Juliet [1.0.2]). In others, references to certain names, events, and/or objects locate the narrative in the
context of a particular monarchy, past period, or mythology (the figures and happenings of Julius Caesar clearly
relate to Ancient Rome). However, these settings are often layered with anachronisms. Julius Caesar contains
many references to Elizabethan/Jacobean clothing (such as that Caesar ‘ plucked me ope his doublet’ [1.2.257])
as well as describing a modern book (as opposed to a classical scroll; 4.2.298). There is therefore no
straightforward way to define the playwright’ s approach to setting as represented in the texts; all line references
in this thesis relating to Shakespeare's plays are taken from The New Oxford Shakespeare, ed. by Gary Taylor
and others (Oxford: Oxford University Press, 2016).



Elizabethan/Jacobean garments been appropriated to promote particular perspectives on the
playsand their place in contemporary culture? Isthe practice of staging the playwright’sworks
in early modern dress fundamentally nostalgic, or does it indicate something more complex

about how Shakespeare is conceived today?

*k*

This study descends from a particular line of works within the fields of Theatre, Shakespeare,
and Costume Studies. Itslineage leads back to the advent of theatre semiotics. In The Semiotics
of Theatre and Drama (1980), Keir Elam establishes semiotics (which he defines as ‘ a science
dedicated to the study of the production of meaning in society’) as a fruitful means of
understanding how theatre communicates.® Elam adapts approaches associated primarily with
linguistics to conceptualise performance as a system of signs, treating every object and body
appearing on stage as a theatrical sign invested with signifying power.® Scrutinizing
relationships between signifier (an object/body) and signified (the meanings the object/body
represents), The Semiotics of Theatre and Drama provides a system for analysing how
performance produces meaning. These ideas have since been re-examined by Elaine Aston and
George Savona in Theatre as Sgn System: A Semiotics of Text and Performance (1991).1°
Aston and Savona reframe the complex analytical systems introduced by Elam as a collection
of strategies available for systematic application. Instigating the development of a ‘language’
with which to discuss performance (and dramatic texts) from a semiotic perspective, Theatre

as Sgn System aids the transition of theatre semiotics from theory to methodology.

8 Keir Elam, The Semiotics of Theatre and Drama, 2™ edn (London: Routledge, 2002), p. 1.

9 Elam was not the originator of theatre semiotics. This approach was an invention of Prague School structuralists
in the 1930s and ‘40s, and Tadeusz Kowzan, Patrice Pavis, and Anne Ubersfeld all published semina works on
the subject between 1975 and 1977. However, The Semiotics of Theatre and Drama was thefirst study of itskind
in English, and thefirst to offer both a system of semiotics and an exhaustive survey of thefield asit stood at the
time of publication; Jean Alter, ‘ The Semiotics of Theatre and Drama (Review)’, Poetics Today, 2.3 (1981), 264—
6 (p. 264).

10 Elaine Aston and George Savona, Theatre as Sgn-System: A Semiotics of Text and Performance (London:
Routledge, 1991).



The notion of studying performance through the lens of semiotics influenced Dennis
Kennedy’s Looking at Shakespeare (1993)—one of the first publications concerned purely
with design for Shakespeare. Focusing broadly on scenography (rather than costume alone) in
Shakespearean performance across the twentieth century, Kennedy positions design as the
principal means by which a production’s meanings are generated: ‘the visual signs the
performance generates are not only the guide to its socia and cultura meaning but often
constitute the meaning itself’.** Looking at Shakespear e treats scenography asacritical site for
interpreting the changing values associated with the playwright’s works, combining theatre
semiology with cultural materialism to attend both to ‘the meanings the artists inscribe in their
work’ and the ‘meanings the spectators actually receive > Ultimately, Kennedy’s study
provides a range of insights into ‘some of the complex cultural uses of Shakespeare in the
century’ while encouraging further research into how theatre design communicates to

audiences.13

Though progress in establishing a field dedicated to design for Shakespeare has been gradual,
several recent publications have responded to Kennedy’ s call. John Russell Brown and Stephen
Di Benedetto’'s Designers Shakespeare (2016) is a collection of essays about how various
aspects of design have been used to create onstage worlds for the playwright's works.*4
Building intentionally on Looking at Shakespeare, this edited collection provides a ‘taste of
how designers can offer alternative readings of Shakespearian texts .!> Kennedy’s survey-like
approach to assessing how design practices evolved through the twentieth century is replaced
by a case-study format: individual designers and organisationa teams are afforded dedicated

chapters; as a whole, Designers Shakespeare is a series of snapshots capturing discrete

11 Dennis Kennedy, Looking at Shakespeare, 2™ edn (Cambridge: Cambridge University Press, 2001), p. 5.
12 Kennedy, p. 10.

13 Kennedy, p. xxii.

14 John Russell Brown and Stephen Di Benedetto, Designers Shakespeare (Abingdon: Routledge, 2016).
15 Brown and Benedetto, pp. 1-2.



moments in the history of design for Shakespeare (including the career of twentieth-century
Czech designer Josef Svoboda, changing design trends at the RSC in the 1960s, and designer

Ming Cho Lee' stradition-challenging practices in North America).

PatriciaLennox and BellaMirabella s Shakespeare and Costume (2015) sees similar intentions
applied specificaly to costume design. The essays included in Shakespeare and Costume
examine meanings generated by costume in historica and contemporary Shakespearean
performance. Ranging from a discussion of festive livery practices on the early modern stage
to an examination of how Romeo and Juliet’s Nurse was costumed between 1922 and 1936,
the contributions assembled by this collection cover a broad range of contexts and practices.
Significantly, the final section of Shakespeare and Costume is dedicated to interviews with
contemporary designers (Jane Greenwood and Robert Morgan). While Kennedy’ s Looking at
Shakespeare and Brown and Di Benedetto’'s Designers' Shakespear e both include references
to origina interview content, Lennox and Mirabella’'s Shakespeare and Costume brings

practitioner voices centre-stage.

This thesis builds on the work of Kennedy, Brown and Di Benedetto, and Lennox and
Mirabella by using the same investigative ethos to pursue a specific line of enquiry in depth.
Like Kennedy, | consider design a key site in which production-specific meanings are
generated and communicated. | treat visual elements of performance as indicators of the
intentions underpinning individual stagings of Shakespeare's plays, and aim through my
analyses to uncover broader trends in the playwright’s evolving cultural significance. As has
aready been attempted in Shakespeare and Costume, my intention is to combine in-depth
insight into theatre practitioners processes with meticulous analysis of how costume has
shaped the meanings of specific plays and productions. Rather than providing a broad survey

of temporally and geographically diverse practices, however, | focus on a relatively narrow



spectrum of design practices. | will give a precise indication of my methodology and the scope

of this project later in this introduction.

A second branch in this project’s genealogy relates to the study of setting in Shakespearean
performance. Existing somewhat separately from the study of design as a form of
communication, this element of criticism considers theoretically how different
period/geographical settings might impact on the meaning of the playwright’s works. In On
Directing Shakespeare (first published in 1977), Ralph Berry presents the possibilities of
setting available to the director as four distinct categories: ‘ Renaissance’, ‘modern’, ‘period
analogue’, and ‘eclectic’. Each *has its rationale’ .16 The central idea behind a ‘ Renaissance’
approach is that ‘the period of composition, or the period to which the author alludes, should
be directly referenced in the costumes and settings .*” This (expansive) category includes the
form of setting | examine in this thesis—that which represents the period of Shakespeare's
lifetime—but also ‘mediaeval for the histories and Roman for the Roman plays. Berry
suggests that these historical settings ‘will reflect the language, the concerns and assumptions
of thetext’ because al correspond (in different ways) with cultural references embedded in the
plays.t® Conversely, the ‘modern’ category relates to the practice of staging Shakespeare in
modern dress. The plays characters and narratives are rel ocated to the familiar context of the
present day to promote the notion that the playwright is ‘our contemporary’ and to imbue the
texts with a sense of immediacy.® ‘Period analogue’ is Berry’s label for productions that
replace a play’s origina setting with an alternative historical context (such as the Edwardian
era). Following this approach might contribute ‘a mood, an aura’ to a production, or instead

function as an act of criticism, imposing ‘a permanent layer over the text in the minds of the

16 Ralph Berry, On Directing Shakespeare, 2™ edn (London: Hamish Hamilton, 1989), pp. 13-23.
17 Berry, p. 14.

18 Berry, p. 14.

19 Berry, pp. 14-15.



audience’ .2 Finally, an ‘eclectic’ approach describes any form of setting that rejects acohesive
sense of time and/or place. Berry describes ‘eclectic’ productions as being underpinned by ‘a
desire to keep the options open’, with ‘consistency of costuming’ being rejected in favour of

more diverse kinds of visua communication.?

While useful in indicating the importance of setting for shaping the significance of
Shakespeare' s plays in performance, these categories are problematic. The all-encompassing
‘Renaissance’ category overlooks the diversity and complexity of the multiple, highly distinct
approachesto setting it describes. The‘eclectic’ label similarly ssimplifiesavariety of practices
into arelatively uncomplicated philosophy of staging. Temporal and geographical elements of
setting are given little distinction in any of the four categories. But it is Berry’s insistence on
reducing setting into categories in the first place that is most limiting. Compartmentalising an
entire spectrum of performance practices into clearly defined sets invites a simplistically
comparative approach to interpreting setting. When considered from this perspective, the
nuanced ideas underpinning individual productions may be overlooked while generalised

conclusions are drawn around the significance and individualities of each category.

Despite these issues, Berry’s categorisation of setting has proven influential. W. B. Worthen's
1997 Shakespear e and the Authority of Performance (aseminal text in the study of Shakespeare
in performance) uses Berry’s categories as a basis for discussing this ‘most visible dimension
of the director’s work’.?> Worthen repeats Berry’s definitions for each category and adds
additional detail, offering concise conclusions around what statement individual approachesto

setting might make for contemporary audiences.?® (Modern-dress productions ‘universalize

20 Berry, pp. 16-17.

2 Berry, pp. 20-1.

2 W. B. Worthen, Shakespeare and the Authority of Performance (Cambridge: Cambridge University Press,
1997), p. 63.

2 Worthen, pp. 63-9.



Shakespeare by claiming the plays relevance to contemporary life’, for example, while
‘Renaissance’ productions ‘use history as a metaphor for the recovery of authentically
Shakespearean meanings'.)>* Bridget Escolme’s chapter on costume in Shakespeare and The
Making of Theatre helpfully asks several pointed questions about the supposed significance of
these differing approaches to setting, but neverthel ess compares how modern dress and ‘ period

costume’ function semiotically in performance.?®

This thesis deliberately breaks away from existing categorisations of setting, and from the
comparative approach to analysis (described above) that usually follows. Rather than simply
providing an overview of the possibilities afforded by an early modern setting, | explore the
manifold ways in which Elizabethan/Jacobean dress has been manipulated in contemporary
Shakespearean performance. | consider how such garments have functioned in productions
with an overarching early modern setting as well as those that reject temporal cohesion in
favour of eclecticism. My discussions range from the practicalities of historical reconstruction
to the appeal of early modern sartorial culture as an embodiment of wonder, spectacle, and the
supernatural. | am interested in the minutiae of modern design—how seams are sewn, whence
fabrics are sourced—as well as the widespread cultural movements that have produced our
modern relationship with the period of Shakespeare's lifetime. This is the first study to pay
such close, extended attention to (what is often presented as) a single approach to setting—for
Shakespeare or the work of any other dramatist. My findings indicate that Kennedy’ s Looking
at Shakespeare, Berry’s On Directing Shakespeare, and the publications following in their

footsteps have merely scratched the surface of an extraordinarily fertile field of study.

*k*

24 Worthen, pp. 66-7.
2 Bridget Escolme, ‘Costume’, in Shakespeare and the Making of Theatre, ed. by Stuart Hampton-Reeves and
Escolme (Hampshire: Palgrave Macmillan, 2012), pp. 128-45.



My first act in rejecting Berry’s categories is to question the labels currently used to describe
productions staged with an Elizabethan/Jacobean setting. * Renai ssance’ —the term introduced
in On Directing Shakespeare to denote any setting that uses the period of Shakespeare's
lifetime or the historical period indicated in the text—is too broad in meaning to function
usefully in this context. Used to refer to a period of cultural ‘rebirth’ across Europe between
the fourteenth and seventeenth centuries, ‘ Renaissance’ has traditionally covered a vast array
of developmentsin art, science, and politics.?6 Employing this term to refer specifically to the
cultural context in which Shakespeare lived makes little sense. Moreover, Berry’s dippage
between using ‘Renaissance’ to refer to the period of the plays composition and to a form of
authorial intent (i.e. the setting indicated by the author is medieval, so modern productions
should reflect the author’ s setting) has muddied the label’ s meaning in Shakespeare Studies.

The term has been compromised as aresult of its blurred associations.

Although the term *early modern’ is preferred by some as an alternative to ‘ Renaissance’ (the
latter suggests a sudden movement from primitivity to enlightenment, while the former, though
just as tendentious, is instead suggestive of a more gradual period of development), breadth of
meaning remains an issue.”” The use of the word ‘period’ or the phrase ‘period-dress to
describe productions staged with a setting reminiscent of Shakespeare's lifetime is also
unhelpfully vague. Thisterm is as applicable for productions staged in the Edwardian era as it
is for those with an early modern setting. Specificity is required to differentiate between the

many periods recreated and adapted by designers for contemporary performance.

% *Renaissance, n.’, in Oxford English Dictionary [onling], <http://www.oed.com/view/Entry/162352> [accessed
17 April 2020]

27 The meanings, histories, and applications of these two terms are discussed at length in Douglas Bruster,
* Shakespeare and the End of History: Period as Brand Name', in Shakespeare and Moder nity, ed. by Hugh Grady
(London: Routledge, 2000), pp. 168-88.



In abook chapter titled ‘ Shakespeare and the end of history: Period as brand name’, Douglas
Bruster notes that ‘ Renaissance’ and ‘early modern’ both *imply more than they actually say’
(inliterary criticism and in modern culture more generally). These terms are not defined by the
boundaries or contours of a period, but act as labels that ‘ seek to suggest qualities in objects,
practices, persons, and times that do not obviously possess them’.?¢ Using labels assigned to
the reigns of monarchs, meanwhile, isasomewhat more objective, clear-cut means of referring
to a particular time period. Bruster writes that terms like ‘ Elizabethan’ and Jacobean’ have a
factual basis while offering ‘a persona thickness and adding ‘personality to the mix’.?®
Essentially, each term refersto a specific span of timein the history of aparticular country, but
also givesaflavour of the culture that has come to be seen as representative of the time. These
qualities are extremely useful for the purposes of my project. Referring quite precisely to the
cultural context(s) in which Shakespeare lived while summoning widely understood images of
itsindividualities, ‘ Elizabethan’ and * Jacobean’ work well aslabels for settings that reflect the

period(s) of the playwright’s lifetime.

It isimportant to consider, however, that Shakespeare' s lifetime extended across the majority
of the Elizabethan and Jacobean eras, and the years during which the playwright’ s works were
produced falls amost equally between the two (illustrated in Figure 1, below). Using either
‘Elizabethan’ or ‘Jacobean’ to describe this approach to setting would therefore be
inappropriate. Moreover, these terms have contrasting associations in contemporary culture—
and, more importantly, in criticism of early modern drama. Susan Bennett notes in Performing
Nostalgia that ‘the terminology of Jacobean has come to mean both more and less' than an

appellation for texts first produced during the reign of James | (1603-25). ‘Jacobean’ often

2 Bruster, p. 169.
2 Bruster, p. 170.
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functions as an ‘aesthetic marker’ denoting ‘(moral) decay, excess and violence’.* These
serious, dark, and radical tonal qualities are a odds with modern conceptions of the
‘Elizabethan’; Farah Karim-Cooper describes an ‘“Elizabethan” Shakespeare as ‘a
Shakespeare laden with the myth of a “golden age” of merriment’ .3 These terms thus come
laden with complications. To choose one over the other would prioritise a particular period of
the playwright’s career and invite assumptions around the stylistic tone of the setting the label
is used to describe. Using both together in the form of * Elizabethan/Jacobean’ would seem an

oversight of the terms’ divergent associations.

Figure 1. A timeline depicting the period during which Shakespeare's plays were written in
relation to the playwright’ s lifetime and the reigns of Elizabeth | and James|.

To negotiate these issues, | use ‘ Jacobethan’—an existing portmanteau of *Elizabethan’ and
‘Jacobean’ unencumbered by the associations outlined above. The Oxford English Dictionary
lists this term as an adjective meaning ‘[o]f design