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Hollis Lindgren 

 

Hollis Lindgren is in his 40s and walks with a slight limp, mostly using a cane. He 

is a handyman, though his wife Rose does most of the actual work because he is a 

hopeless dreamer and is distracted easily from the reality that the work must be done and 

a living must be made in order to survive.  He is the doctor’s ever faithful acolyte, and to 

Rose’s constant consternation the doctor’s influence only exacerbates and encourages 

Hollis’ tendency to get lost in his thoughts to the detriment of their reality. He is in love 

with his wife, Rose though he knows she does not truly love him.  Rose chose him over 

Erik because he was safe and secure and, because of his bad leg, could never leave her to 

go off to war and be killed like her brothers.  The director described Hollis as having 

“measured energy and that he is steadfast and intensely loyal to those he admires.  He is 

unusually soft spoken yet he is willing to stand up for his friends at any cost.” 

Hollis’ costume looks are very simple and straight forward.  His primary costume 

look, the same for Acts 1 and 2 with only a subtle color change of his shirt, is a lower-

level working class adaptation of the doctor’s look, especially regarding the earthy color 

palette.  He wears green dungaree-style work pants with patch side pockets, folded up 

cuffs, and a tan work shirt with button-flapped utilitarian patch breast pockets flaps with 

the sleeves rolled up, plus brown work boots.  For the outdoor scenes, Hollis wears a 

worn working man’s soft cap and a short wool coat in the casual style of lower working 

class men.  His costume looks do not fluctuate because he remains constant in his loyal 

support of Thomas despite the swaying tide of the town’s popular opinion. 
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Fig. 39. Hollis Lindgren 
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Fig. 40. Hollis Lindgren 
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Rose Lindgren 

Rose Lindgren is in her 30s and is the only character in the play Dietz invented 

out of whole cloth.  As a result, she stands apart from the play’s dominant action, though 

Dietz made her the wife and complete opposite of Hollis Lindgren. She married him 

because he was safe and secure, despite her previous and perhaps lingering romantic 

attachment to Erik Hovstad.  She is down-to-earth, practical, hardworking, and a realist.  

Though she is somewhat conservative thinking, she improbably does her husband’s job 

of general all-around handyman in addition to her own since he is unreliable with his 

head in the clouds. She is a construction of recent trends in feminist thinking, reminiscent 

of a Rosie-the-Riveter type character though without the political connotations, since she 

undertakes “a man’s work” out of necessity for survival but without any grand ideals or 

desire to make a political statement for women’s rights and equality.  She nevertheless 

would have been completely out of place in the original play, just as she would have been 

in the 1920s when the Dietz play takes place. The director described Rose as “strong and 

immensely practical, gentle but firm, not exactly unhappy but sometimes feels she would 

be happier if she knew a little less about life.” 

Rose begins the play in her work clothes, which consist of worn overalls with 

folded up cuffs and a mildly coarse buttoned-up tan shirt, clearly a work shirt, that she 

wears with the cuffs rolled up a little.  Though the rest of her outfit could be a man’s 

garment, the collar of her shirt has a slightly feminized shape and style.  She also wears 

broken-in work boots.  Since the first scene takes place outside at dawn, she wears a 

denim shirt-jacket unbuttoned with the sleeves rolled a bit at the cuff as her work 
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costume outer garment.  The well-used and worn nature of Rose’s clothes is a significant 

indication of her situation in life.   

Rose next appears in the Sentinel office emerging from the (offstage) print room 

wearing the same work clothes, minus the denim over shirt-jacket, where she has been 

working to repair the printing press, indicating that she is a jack-of-all-trades, taking any 

job she can in order to make a living, including the work that should fall to her husband, 

Hollis.  

 

 

 

 

 

 

 

 

 

At the end of Act 1, Rose enters the party scene in the living room of the 

Stockman home wearing a dress appropriate for the festive occasion.  It is a modest dress, 

simple in design, and likely the nicest dress she owns and probably one of the few 

Pattern #5640”Weldon’s Ladies  

Home Journal (1926): Print. 

Fig. 41. Rose Lindgren 
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feminine garments she owns.  The dress is in good condition because she would rarely 

have the opportunity to wear such a dress since she is always dressed in her work clothes 

and hard at work.  

 

 

 

 

 

 

 

 

 

 

 

In Act 2, Rose appears with her husband at the start of the bonfire scene in what is 

one of her only other feminine outfits.  This costume is a rust- orange pleated skirt, too 

long to be considered fashionable because Rose does not have the luxury of changing her 

wardrobe to keep up with the ever changing height of fashion.  The skirt is functional in 

nature and made of wool, indicating the warmth needed for the night time outdoor venue, 

Dress over-fabric 

[sheer synthetic print] 

Dress under-fabric 

[light-purple synthetic 

crepe] 

Collar [white cotton 

with machine 

embroidery] 

Fig. 42. Rose Lindgren 

Photographs courtesy of Alma Cerretta. 
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as opposed to the lighter, more spring-like fabric worn for the indoor celebratory 

occasion at the doctor’s house.  The weight and more somber nature of the wool skirt also 

indicate the change in attitude towards the doctor and his discovery, which is no longer 

considered something to be celebrated.  As with her party dress, Rose wears an attractive, 

yet simple and functional pair of brown heels indicative of the time period.  She also 

wears an overcoat, less fitted or stylish than most women would wear, and a brown 

cloche hat that, like her shoes, is attractive yet simple and functional. Under her overcoat, 

Rose wears the same shirt that she wears for her work outfit, thus enabling a faster 

costume change back into her work clothes for the next scene. 

 

  

Fig. 43. Rose Lindgren 

Photographs courtesy of Alma Cerretta.  
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Fig. 44. Rose Lindgren 

 

 

 

 

 

  

Fig. 45. Rose Lindgren 

Photographs courtesy of Alma Cerretta.  
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I discussed with the director whether Rose should remain in her same costume for 

the farewell scene that takes place the following evening chronologically, where she bids 

her husband, Hollis, goodbye as he sets off on the journey with Thomas and Lorna.  

Another option was for Rose immediately to change back into her work clothes after the 

bonfire scene and wear her overalls, which she wears at the end of the play, for the 

previous farewell scene as well.  After much consideration, it was decided that it was 

important for Rose to wear her work clothes in the farewell scene in order to emphasize 

the truth of her speech to Hollis at the end of the bonfire scene where she explains that 

despite whatever conflict is occurring about the doctor and his discovery, people will still 

need work done the following day, and she will be there to do it because that is the reality 

that is necessary for her survival.  She then ends the play wearing exactly the same outfit 

in the final scene that she wore for the opening scene, adding to the visual confirmation 

that the play has come full circle and remains consistent in the depiction of the final scene 

as a déjà vu-like echo of the opening scene of the play. 

The character Rose uniquely belongs to Dietz's Paragon Springs since she is the 

only character without an equivalent in Ibsen’s Enemy of the People. Her character is not 

used to drive the plot of the play, so it was important to explore the importance of her 

presence in Dietz's play. Rose is the only character that does not get caught up in the 

fervor of the doctor’s discovery. In Act 1, she attends the party for Dr. Stockman and is 

happy that those around her are joyful, but she does not become elated with hopes for the 

future as the other characters do. In Act 2, when the tides change and the doctor’s 

discovery is feared rather than celebrated, she does not join the mob shouting against the 

doctor and is rather subdued at the town meeting while all of the other characters speak 
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out against him.  Rose is a character who knows her lot in life. She seeks to weather the 

storms of hardship as best she can, and does not get distracted with fanciful hopes. Rose 

is the constant by which all of the other characters' fluctuations can be measured. It is 

therefore, especially fitting that she begins and ends the play with scenes of such 

similarity. 
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Chapter 4: Working with Director, Actors, Designers, and Stage Manager 

 Since Paragon Springs is such a realistic “slice of life” play, it was 

important to make sure the actors were comfortable with their costumes so that the 

wearing of their clothes looked natural, especially regarding any action involving their 

clothes that occurred onstage.  I handled this by making sure that shoes, hats, coats, 

aprons, hankies, purses, pocket watches, etc. were available for rehearsal far in advance 

in order to give the actors plenty of opportunity to acclimate themselves to the use of 

these items in a natural, familiar way. 

The arena style staging of the play necessitated authentic costume construction 

with precise and accurate stitching since the audience sat very close, surrounding the 

actors on all sides.  I gave the actors shoes and even some garments (actual rather than 

rehearsal equivalent) to use in rehearsal earlier than usual in order for them to break them 

in for comfort as well as to rub the “new” off of them for an authentic look of a well-

worn article of clothing instead of a costume brand new and fresh off the rack. 

Collaboration among designers is an important part of any theatrical production, 

and Paragon Springs was no exception. Prior to purchasing fabric, essential collaboration 

occurred with the set designer regarding color. This was important for the unity of the 

play and to prevent distasteful color clashes; however finding the balance of colors 

between set and costumes was essentially very easy for this play for several reasons.  

Most notably due to the arena style staging of the play, the set was minimal and more 

suggestive of location than anything else, and thus there were no flats creating walls of 

color as a backdrop for the actor, eliminating the concern of costumes blending into or 
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clashing against the background. Also, the minimal set allowed costumes such as 

Katrina’s yellow and the yellow of the Stockman home to visually tie into the set via 

color without any of the usual difficulties.  

 Collaboration with the props department was crucial regarding the brooch Lorna 

drops in the jug of water.  As with the coins Dr. Thomas Stockman drops in the jug 

earlier in the play, the director truly felt the importance of those moments required a bit 

of “stage magic” enhancement so that the items would drop through the water in the jar to 

the bottom slowly, allowing the importance of those moments to register.  

 In order to get the optimal effect when Lorna dropped the brooch in the water, it 

needed to be made of plastic; however, the brooch needed to look like a 1920s family 

heirloom.  After much searching, I discovered the perfect period looking plastic cameo 

large sized shank button. I discovered, through the use of rehearsal brooches, that the 

actor playing the part of Lars required the simplest and easiest clasping mechanism 

possible due to the trouble he was having pinning the brooch onto Lorna during the 

scene.  The need for authenticity of stage business prevented the use of more modern 

easy closure devices.  The final brooch was a plastic antique reproduction cameo shank 

button with the plastic shank removed and a simple pin closure similar to that of a safety 

pin, with no additional circular lock mechanism for the pin that is standard on most 

brooches. 

 Another factor in the equation was the amount of water in the jar.  More water 

was better for dropping the objects; however, a full jug of water proved to be too much 

water to be reasonable to handle at the end when Thomas throws the water at his back-
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stabbing, fair-weather friends.  Thus, the production team came to a reasonable 

compromise regarding the amount of water in the jar.  The primary concern regarding the 

throwing of water near the end of the play involved Lars and his quick change into a 

1929 suit between the water throwing scene and the final scene of the play.  I discussed 

this concern with the director at the initial meeting and with costume concerns in mind, 

she was able to stage the water throwing scene so that Lars exits earlier than the other 

characters, as soon as Dr. Thomas Stockman begins throwing the water, enabling him to 

get off stage without getting wet and allowing plenty of time to make the costume 

change. 

 In order to assist in the speed of the costume change, Lars continues to wear the 

same shirt and tie previously barely noticeable under his sweater, and he is able to take 

off the old pair of pants and put on new ones without removing his shoes.  Due to these 

accommodations, it was not necessary to have him wear the 1929 suit under his 1926 

pants for the majority of Act 2 – a concession that would have been possible and I 

considered during the process of building Lars’ 1926 pants, but I wished to avoid due to 

concerns regarding the silhouette, line, hang, and fit of the pants and a noticeable 

difference if worn without the 1929 pants underneath for Act 1 and then worn with them 

for Act 2.  

 The assumptions made about weather and temperatures for the play were crucial 

production choices that I discussed and determined with the director at the start of the 

design process.  The script designates the time and place as early April, 1926, in a rural 

Wisconsin town.  Weather in Wisconsin in April can often feel like full-fledged spring or 

still like winter, even rapidly fluctuating between the two.  More often than not, it is 
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relatively warm in the middle of the day, but significantly colder at night.  Thus, the 

director and I decided that it would be reasonable for the characters to dress in a more 

warm-weather fashion during the day scenes but to wear overcoats for the evening/night 

and dawn/early morning scenes when the characters are outdoors.  This particular choice 

helped to visually signal, through costume choices, the changes in both place and time of 

day to the audience since the set was so minimal with little change other than props and 

limited set dresses. Another choice related to the use of overcoats and outer garments was 

the importance of accessories, especially hats, which were an expected part of outdoor 

wear in the period, and thus necessary to the period-authentic approach of the production.

 Collaboration with the lighting designer was essential to the costume and overall 

success of Paragon Springs.  After discussions with the director, we agreed that the 

production demanded as authentic a nature as possible, and this authenticity was to be 

accomplished with extensive period research of garments, along with the inclusion of all 

the realistic accessories of the time period needed to create the “feel” of authenticity and 

“realness” the director desired.  The most complicating of those accessories were hats. 

 Since the production team discussed the use of hats in the very early stages of 

production, the lighting designer was able to accommodate them without too much 

difficulty or inconvenience.  In order to minimize the difficulty caused by hats, brims 

were kept as minimal as possible, while still remaining authentic to the period.  The 

Widow Kroger is described in the script for her eccentric and outstanding hats, but for 

ease of lighting, I decided that the outlandishness of her hats could be accomplished with 

extensive trim and lavish adornment rather than exaggerated size of the hat itself.  

Additionally, two characters, Dr. Thomas Stockman, and the Widow Kroger wore glasses 
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with lenses, creating another complication for the lighting designer to take into 

consideration. 

 One concern related to the use of accessories such as outer garments and hats, I 

resolved through collaboration with the director, set designer, actors, and stage manager, 

was the logistics of adding and removing the outer wear at appropriate times in order to 

not disrupt the continuity of what was time and place appropriate.  I worked out most of 

the adding and removing of hats and coats with the actors directly, and rehearsal hats 

were made available at the start of the rehearsal process so the actors would have plenty 

of time to work out when they were needed and when to remove them so they could use 

the garments comfortably and naturally.  Some of the outer wear choices worked 

themselves out through the rehearsal process.  For scenes where outer garments served no 

purpose and would only get in the actor’s way, and if removed would clutter up the 

minimalist acting space (such as when an actor enters a scene supposedly arriving from 

outside to enter a room) it was simply written that the character would have deposited 

their outer garments in a theoretical entry way (off stage) before entering the room that 

occupies the playing space, thus already unencumbered by their outer garments. 

 There was one instance, however, where the removal of outer garments needed 

ample consideration.  In Act 2, the bonfire scene ends with the Stockman family – 

Thomas, Katrina, and Lorna – and Hollis Lindgren posed and looking off into the flames 

of the distant bonfire.  As they are frozen, the scene – and thus the set – shifts around 

them to transition to the vandalized living room of the Stockman home.  Since the 

characters remain on stage during the transition from an outside scene to an inside scene, 

it was important to make sure there would be a non-disruptive way for them to dispose of 
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their outer garments once removed, especially since the change occurs at a particularly 

poignant place in the drama.  Due to the minimalist nature of the set, it was unlikely there 

would be a place to put the garments onstage, but if that was how the director wished to 

handle the scene, it would be important to collaborate with sets, and props regarding how 

to accommodate the garments.  The director, however, did not wish to deviate from the 

sparse aesthetic of the set by creating a place to keep the outer garments within the 

playing space.  Instead, because we discussed the situation early in the process, the 

director was able to organize the action onstage so that between Katrina and the costumed 

crew members responsible for changing the scene around the actors, the garments were 

removed from both the characters and the stage seamlessly with no interruption to the 

flow of the dramatic progress of the play.    

 I collaborated with the lighting designer by studying potential garment fabrics 

under the various lights and color gels anticipated for each scene.  This experimentation 

truly allowed the best fabric choices to be made by simulating the actual lighting under 

which the fabrics would be seen by the audience.  

 One of the greatest collaborative challenges among costume designer, director, set 

designer, technical director, props manager and actors was the use of live fire on stage.  

The Act 2 bonfire scene calls for lighted torches.  Due to the intimacy of the stage seating 

with the audience so near, coupled with the intense pivotal moment of the story line that 

depends on the torches as iconic symbols as well as plot driving devices, live fire was an 

important aspect of the play.  While the director was willing to accept the possibility that 

live fire torches might not be an option due to the up close setting of the production in the 

black box Studio Theatre, she felt that fake fire torches were not a viable option because 
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of the detrimental effect they could have to the moving scene by jarring the audience out 

of the moment by using a less than credible prop.  Her preference was to rework the 

scene without torches while still attempting to preserve the essence of the scene.  Due to 

the director’s persuasive justification of the importance of live fire to the impact of the 

crucial scene, where the townspeople choose Peter over Thomas and most importantly 

where Lars chooses his brother over Thomas and by extension his fiancée Lorna, the 

entire production team decided that despite the added difficulties every effort possible 

would be made to have live fire torches onstage.  

 As a result, all departments began researching laws, rules, regulations, 

requirements, and restrictions for live fire onstage in a theatrical production according to 

both Lancaster County and the University of Nebraska.  Not surprisingly, there was little 

to no actual documentation to be found, especially regarding costumes, thus it fell to the 

technical director to get the necessary approvals and determine any limitations or 

precautions needed with regards to all aspects of the production.  The technical director 

determined that, due to the nature of the safety torch used—a gam torch, low temperature 

burning, self-extinguishing, designed specifically for this type of theatre use—it would be 

possible to use live fire on stage. 

The primary costume concern that arose during the regulations investigation was 

whether or not the garments would need to be treated for either flame resistance or flame 

retardancy.  Discussion of such treatments gave rise to such questions as: How many 

actors’ costumes would need treatment – just the three designated by the director to hold 

the torches—or anyone near the flames?  How much would it cost to treat the costumes 

and would it be feasible without going over budget?  Will the treatment significantly alter 
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or negatively impact either the surface look of a garment or the nature of the fabric and 

the way it hangs or responds to movement?  Will any of the actors have an allergic or 

otherwise adverse reaction to the strong chemicals used to treat the costumes?  Will all 

layers of the costume worn by the actors need to be treated or only the outermost layer?  

Will the university costume department allow the treatment to be applied to existing 

garments taken from university stock, including almost all of the overcoats and hats worn 

in the bonfire scene?  Other concerns that arose were:  Are there any fabrics and fibers 

that need to be avoided?  Can hair products still be used? 

Due to the safe nature of the torch used and the lack of rigid restrictions in the 

region, there were not many requirements or restrictions for costumes.   We confirmed 

that wool, cotton, and other natural fibers were safer than synthetic materials.  The 

technical director also determined that garments with fabric made after 1950 were already 

pretreated with a level of flame retardant during the manufacturing process. All of the 

overcoats worn in the scene by actors close to the flame fit these criteria, thus the live 

flame onstage did not end up complicating the costume process.  The use of torches did 

result in the minor problem that an actor would sometimes drip residue from the torch 

fuel on his costume; however, this did not result in any major or unsightly damage to the 

garments. 
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Chapter 5: Conclusion 

Paragon Springs is a play about a town with a conundrum, a moral quandary, and 

though it is a seemingly straight-forward problem, it eludes any easy solution. The course 

of the play presents two answers to the problem, both of which are simultaneously right 

and wrong.  It is right to want to save the town, but it is wrong to knowingly offer a 

service to people that will unknowingly put them in danger.  It is right to embrace the 

scientific proof that there is a danger that needs to be addressed, yet it is wrong to destroy 

an entire town and the lives and livelihoods of all who live there. 

While Paragon Springs has a strong political and social message (a question 

brought up for debate with strong arguments on both sides), the play leaves the audience 

with no clear answers, only food for thought. From a costume perspective, this is a show 

about the characters: their individuality, their similarities and differences, comparisons 

and juxtapositions. The ensemble style of the cast leads to the focus of a play about its 

people as well (while some characters may be more prominent than others, all are an 

essential part of the action and the pictures of the life presented). There is no chorus and 

there are no stars. This was a college production, after all. This collectivist mentality was 

especially important to the director which she made clear in her use of an ensemble bow 

with the entire cast at once for the curtain call, rather than bringing actors out individually 

in waves. 
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Appendix 

University of Nebraska - Lincoln 

   
Johnny Carson School of Film & Theatre 

   
Budget for Paragon Springs 

   
Fall, 2012 

    

     
Date 

  

Cumulative Remaining 

Purchased Vendor Amount Amount Budget 

    

2,500.00 

9/8/2012 Janice Stauffer ( reimb. 4 caps) 43.08 43.08 2,456.92 

10/5/2012 Fishman's Fabrics 169.73 212.81 2,287.19 

10/5/2012 Textile Discount Outlet 43.25 256.06 2,243.94 

10/6/2012 Vogue Fabrics 357.80 613.86 1,886.14 

10/6/2012 Vogue Fabrics 194.54 808.40 1,691.60 

10/7/2012 Vogue Fabrics 216.13 1,024.53 1,475.47 

10/10/2012 Jo-Ann Fabric 37.74 1,062.27 1,437.73 

10/13/2012 Pendleton 25.16 1,087.43 1,412.57 

10/13/2012 Pendleton (8.00) 1,079.43 1,420.57 

10/14/2012 Jo-Ann Fabric 86.07 1,165.50 1,334.50 

10/16/2012 Hats by Leko 39.90 1,205.40 1,294.60 

10/17/2012 Jo-Ann Fabric 15.05 1,220.45 1,279.55 

10/21/2012 Hancock Fabrics 8.95 1,229.40 1,270.60 

10/21/2012 Jo-Ann Fabric 7.89 1,237.29 1,262.71 

10/23/2012 Beth Skinner (reimb. haircuts) 40.00 1,277.29 1,222.71 

10/25/2012 Janice Stauffer ( reimb. haircuts) 25.00 1,302.29 1,197.71 

10/27/2012 Dillard's 96.29 1,398.58 1,101.42 

10/27/2012 Dillard's (6.30) 1,392.28 1,107.72 

10/27/2012 Famous Footwear 34.99 1,427.27 1,072.73 

10/27/2012 Hancock Fabrics 4.00 1,431.27 1,068.73 

10/27/2012 Jo-Ann Fabric 47.26 1,478.53 1,021.47 

10/30/2012 Dillard's 74.04 1,552.57 947.43 

10/30/2012 Dillard's (4.84) 1,547.73 952.27 

10/30/2012 Fort Outfitters 74.97 1,622.70 877.30 
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11/1/2012 Jo-Ann Fabric 18.59 1,641.29 858.71 

11/2/2012 Jo-Ann Fabric 15.61 1,656.90 843.10 

11/5/2012 Walmart 223.46 1,880.36 619.64 

11/6/2012 Downtown Boot & Shoe 34.95 1,915.31 584.69 

11/7/2012 Walmart 13.46 1,928.77 571.23 

     
Total 

 

1,928.77 

   

Table 1: Paragon Springs Budget 
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Costume Plot 

Table 2: Paragon Springs Costume Plot 

 

Actor: Megan Madrovsky Character: Lorna Stockman 

Production :  Paragon Springs Date: 11/2/2012 Page 1 of 1 Cleaning 

Character Scene     Item Mode 

Lorna 
Stockman Base     sports bra M, HD 

  Base     nude tights (2pr)   M, HD 

  Base     dark blue heels   N/A 

                

ACT 1: April 3, 1926             

  
1.3: Sitting Room, Stockman Home, 
Morning ADD:       

        blue skirt (underdress) I, D 

        blue blouse w/ off-white collar & necktie I, D 

            

  (*Exit then Re-Enter*) ADD:       

        blue speckled overcoat D 

        navy blue hat w/ off-white ribbon N/A 

                

  
1.6: Sitting Room, Stockman Home, 
Evening REMOVE:     

        blue speckled overcoat   

        navy blue hat w/ off-white ribbon   

  INTERMISSION         

  2.2: Bonfire, Edge of Town, Night REMOVE:     

        blue skirt (underdress)   

        blue blouse w/ off-white collar & necktie   

                

        ADD:       

        white slip     M, HD 

        
off-white, blue & yellow print dress with 
yellow front & collar I, D 

        dark blue w/ yellow plaid overcoat S, D 

          (*nicely tied front bow*)   

        navy blue hat w/ off-white ribbon   

April 5, 1926               

  
2.3: Sitting Room, Stockman Home, 
Dawn REMOVE: (*onstage)   

        dark blue w/ yellow plaid overcoat   

        navy blue hat w/ off-white ribbon   

                

  
2.5: Edge of Town, 
Dusk     ADD:       

        blue speckled overcoat   

        navy blue hat w/ off-white ribbon   
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