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CONCEPT STATEMENT
The aim of this project is to produce designs for a live horror inspired theatre production. In order to do achieve this I will look at inspiration 
from surrealist movement and the key trends from the 1920s, 1990s and modern day. I have chosen to research these eras as they allow me to 
demonstrate the clashing time frames in which the action takes place throughout the play. I feel that many of the themes within the surrealist 
movement also lend themselves to the characteristics of each individual character bringing depth to their performances and drawing out the 
most important aspects of their role within the narrative. Using a select colour palette also allows me to elevate these themes and offer a fresh 
interpretation to the original concept. I will be drawing on the history of colour in the horror genre and how I can use it as a tool to create a 

sense of unease and chaos to the designs. 

KEY THEMES

SURREALISM
The aim of surrealist art was said to be to “resolve the previously contradictory conditions of dream and reality into an absolute reality, a 
super-reality”, or surreality. It is this concept which I feel can be successfully portrayed within the horror genre, this is due to the artists 
ability to create discomfort for the audience. The merging of dream and reality is a theme which I aim to portray within the production 
as the lead protagonist struggles with his ability to seperate the two entities in a number to surreal happenings throughout the play.

The play focuses heavily on sexual relationships and therefore I also want to explore the relationship between surrealism and the body 
along with the idea of fetishism. I aim to challenge the sexist context in which this strand of art was originally created and reempower the 
ideas of the body and sexuality in surrealism to the powerful seductress Elizabeth. 

COLOUR
Colour plays an important role in the horror genre and is stereotypically dark with low saturation occasionally interrupted by periods of 
stark white contrast. I want to challenge these common traits and look at inspiration from works such as ‘The Shining’ and Wes Ander-
son who use vibrant technicolour to offset the overall mood of the production and brink a sense of unease and oddity to the scenes. I am 
constructing my own colour palette which uses a variety of vibrant primary and tertiary colours complemented by black and off white 
elements. I want to grade the colours to maintain a slightly lower saturation with a brash effect of grey undertones. I hope to achieve de-
signs using this palette which emphasise the odd nature of the characters and counter their evil sides, therefore the brighter tones will be 
concentrated on the ghostly characters living within the hotel and those entering will lean towards the more muted tones. 

TIMELINES
The concept of this play focuses on a 1920s built hotel with many characters having lived and died within the hotel throughout many 
years. For this reason I will be focusing my ideas on three time preiods, the 1920s, 1990s and modern day; when the action takes place. 
I have chosen to incorporate all of these timescales to allow the audience better understanding of each characters role as a ghost who 
has died within the hotel in the past, a vampire who has lived there since the hotels opening or a character who has entered the hotel in 
modern time. This ecclectic mix of styles will elevate the oddity and unease of the production whilst ensuring the audience can recognise 
the roles of the character and their backgrounds. My research on fashion will focus on American based trends in order to suit the location 
in which the play is set.

RELIGION
Religion is commonly referenced within the horror genre in both film and theatre. Within the plot of Hotel this is also a key element as 
Detective John Lowe and James March carry out the “Ten Commandments killings” focused on killing those who have broken one of the 
10 commandments. The irony incurs on the final commandment “Thou must not commit murder”. This is an influential storyline within 
the story and drives John Lowes narrative throughout the play and highlights the original motives of James March. However the challenge 
for this theme is to allude to it in a subtle way as Johns role in the killings is not revealed until the 3rd act. 

STAGING
Staging is also an important element for the success of this pro-
duction. I aim to create a set which features 7 rooms visable at 
all times allowing the action of the play to shift quickly between 
scenes with minimal disruption. The location in focus will be 
indicated by harsh lighting whilst unused rooms are unlit leav-
ing only shadowy figures moving subtly. The constant move-
ment throughout the set will reflect the busy atmosphere of the 
hotel and the chaotic energy within with lurking shadows and 
constant disruption.

The staging will feature a stacked doll house-like structure on 
3 levels with a working lift platform. The stage will feature 7 
rooms in which the action will occur. 
These areas are as follows:
 - The Foyer/ reception
 - The Bar
 - Room 64
 - The Dining Room
 - General guest room
 - The Coffin Room
 - The Penthouse 

Scenes which take place outside the hotel will happen with the 
curtain drawn. 
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Introduction to Surrealism
The term ‘Surrealist’ was first coined by the French avant-garde poet Guillaume Apollinaire in a play 
written in 1903 and performed in 1907. The term referred to the idea of something ‘beyond reality’. 
The official start of the surrealist movement was then marked by Andre Breton in his Surrealist Mani-
festo (1924) which defined surrealism as:

Pure psychic automatism, by which one proposes to express, either verbally, in writing, or by any 
other manner, the real functioning of thought. Dictation of thought in the absence of all control exer-

cised by reason, outside of all aesthetic and moral preoccupation.

Surrealism is best known for its visual artworks with artists painting unnerving, illogical scenes, some-
times with photographic precision, creating strange creatures from everyday objects, and developing 
painting techniques that allowed the unconscious to express itself. According to Breton the aim was 
to ‘resolve the previously contradictory conditions of dream and reality into an absolute reality, a su-
per-reality”, or surreality. 

Works of surrealism often feature the element of surprise, unexpected juxtapositions and non sequitur; 
however many regard their work as an expression of the philosophical movement first and foremost. 
Typically, motifs of easily recognisable subjects are used - such as animals, human anatomy, instru-
ments, and shapes - to express the dream-like state of the work. 



Surrealist Fashion
And the Work of Elsa Schiaparelli

Fashion designers began to explore the surrealist movement as early as the 1930s.
Perhaps one of the most well known designers associated with surrealism, Elsa Schiaparelli, embarked on numerous creative collaborations 
with surrealist artists; namely the “Lobster Dress” and “Shoe Hat” designed with Salvador Dali, and a series of embroidered garments made 

with French poet and illustrator Jean Cocteau. 

Haute couture Surrealism reached its high point shortly after World War II in Paris, where several designers, certain that they had nothing 
left to gain from respectability, began behaving as if they had nothing left to lose either.

A common element of surrealist fashion resides in the designer’s tendancy to tease the eye 
through a variety of formats and techniques. Schiaparelli’s 1936 black gloves are one exam-
ple; on the tip of each finger sits a nail-shaped red swatch giving the appearance of finger-
nails and insinuates that the design acts much like the wearer’s second skin. Such examples 
succeed in teasing the eye as they lure in the viewer with what appears to be the familiar, only 
to reveal a twist uncovered upon closer inspection. 

Another key element of surrealist fashion is the merging of opposites, in that fashion, by 
nature, is attuned to analysing binaries due to its innate ability at merging skin and fabric. 
As such, Real and imagined, natural and unnatural, inside and outside as well as masculinity 
and femininity are all dichotomies which designers explore in their work. While surrealist 
art typically objectifies the female form, surrealist fashion tends to break down gender bi-
naries by merging “masculine” and “feminine” ideals to create an entirely unique outcome. 

Amongst a handful of construction techniques associated with surrealist fashion, designer’s 
use of visible padding and exaggerated forms continues to be amongst the most important 
methods used. Beginning with Elsa Schiaparelli’s famed 1938 ‘Skeleton Dress’, which utilised 
protruding, delicate forms to create an external skeleton-like structure on the dress’ facade - 
effectively merging inside and outside, body and fabric - designers have engaged with these 
techniques in their work to better exhibit the strange and uncanny. 

Perhaps the most widely used surrealist  construction method is trompe l’oeil, a technique 
popularised by Elsa Schiaparelli’s early sweaters from the 1920s. Trompe l’oeil - literally 
meaning “to trick the eye” - creates optical illusions atop flat surfaces, often involving layers 
or ornamentation. 

Flatness plays a role in the construction of surrealist fashion, Issey Miyake’s 1994 “Flying 
Saucer Dress” being a classic example. The dress skilfully uses pleats and circular forms 
which allow it to become completely flat when not being worn; the dress resembles both 
paper lanterns, an old symbol of community and celebration, and flying saucers, associated 
with space age futurism.

Surrealist fashion uses ornamentation differently from most fashion, in that oftentimes the 
ornamentation is utilised to communicate specific motifs and themes found in surrealist art. 

Common motifs often found in surrealist 
fashion includes:
• lips
• hands
• wildlife such as bugs, birds, nests, 

feathers etc
• larger animals eg. cats, dogs
• anatomy and erotic symbols

From fashion worn to fashion represented, 
from couture to the image it projects, Sur-
realism has never stopped exerting a capil-
lary influence on numerous brands, on their 
visual material and on every aspect of fashion 
publicity. In doing so it has influenced fash-
ion illustration, advertisement, fashion show 

mise en scene and fashion photography.  



The Body and Fetish in Surrealism
The representation of the body, and particularly the female body, provides a common thread through public displays, exhibitions and 
commercial activities of the Surrealists. The body was a site for Surrealist experiment and a conduit for the transmission of ideas. It 

became the subject of intense scrutiny: dismembered, fragmented, desecrated, eroticised and eulogised in the pursuit of a range of psycho-
logical, sociological and sexual concerns. 

Importantly the body also proved the primary agent in the commodification and consumption of Surrealism. Fashion brought it into a 
direct relationship with commodities, and through the imagery of fashion and fashion photography it was manipulated, fetishised and 

irrevocably changed.
From the groups beginnings, one of surre-
alism’s recurrent themes, and perhaps its 
principal link with fashion, was that of ob-
scure desire, the dressmaker’s mannequin. 
It first appeared in di Chirico’s pictures in 
1915, its abstract, highly stylised form sym-
bolising, above all, absence. Life-size man-
nequins, with their simulacra of life, were 
another obsession of the Surrealists, on of 
whose favourite haunt was the Grevin wax 
museum in Paris.

For the surrealists, the mannequin embod-
ied the dialectics of modern life. It con-
fused the boundaries between animate and 
inanimate, human and machine, male and 
female, the sexualised and the sexless, and 
ultimately life and death.

The Exposition Internationale du Surréal-
isme of 1938, held at the Galerier Beaux-
Arts in Paris, represented the Surrealist 
engagement with the mannequin. The Rue 
Surrealiste consisted of a corridor lined 
with 16 shop window mannequins each 
dressed by a different artist. Widely com-
mented on at the time, it became the most 
infamous section of the exhibition, with its 
allusion to a red light district and its fetish-
istically dressed women. Andre Masson’s 
mannequin was widely regarded as the 
most successful. He placed a wicker cage 
over the head and gagged her with velvet, 
placing a pansy over her mouth. This be-
came the defining image of the submissive, 
erotic object - the ultimate subject of the 
male gaze.
Different sexual roles were posited by other 
mannequins, and several explored themes 
of violence and dismemberment, revealing 
the darker side go the eroticisation of the 
mannequin. 

Fetishisation was one of the most preva-
lent strategies at work in Surrealism. The 
focus of sexual desire on a part of the body 
or object was explored in innumerable 
texts, photographs, paintings, films and 
objects. An imagery of body parts - eyes, 
breasts, hands, legs and feet - became the 
fare of Surrealism during the 1930s, and 
was quickly subsumed into commercial 
advertising as a powerful signifier of de-
sire; a desire that could be fulfilled through 
consumption.

 
Fur or velvet provided a particular focus 
for the fetish, with its obvious association 
with pubic hair, The fetishistic imagery of 
fur also allowed for an exploration of the 
concept of man as animal, inherent in the 
primitive desires of the Freudian id. 

Whether muse, mother, femme-enfant or 
erotic object, women were a primary sub-
ject of Surrealism. For many male artists, 
women became the vessel through which 
to explore a variety go psychological and 
emotive states. Women were seen as be-
ing closer to nature, and by extension the 
unconscious. Alongside Breton’s more 
romantic vision, many artists explored a 
darker seam, objectifying, dismembering 
and fetishising the female body.

The Mannequin The Fetish



Colour Palette and Set Design
When developing my colour palette I was inspired by works such as The Shining and Wes An-
derson films. I want to use vibrant colours and adapt them to have a hazy hue with medium 
saturation. I feel that this will allow me to establish a genreral spectrum of colours to work with 
which evoke a somewhat retro or run down look. I believe this will be best suited to the setting 
of the film in a hotel built in the 1920s. My designs will shift between light, medium and dark 
variations of the spectrum to allow a greater variety of designs whilst maintaining the core col-
our scheme essential to this project. I have chosen these colours as I want to challenge the use 
of colour within the horror genre and explore new ways to create discomfort and unease for the 
audience.

For set design inspiration I looked towards the work of designers such as Derek Miller and Abby Clark who developed designs 
inspired by doll houses and recreated a similar look making multiple floors visable at a single time. I feel that this idea would 
allow for constant movement and action to take place during scenes encouraging a sense of chaos and lurking figures. I would 
also include a similar colour palette to that used in my costume designs in order to create a clashing and vibrant set which is 

some what run down.



Fashion in the 1920s
The 1920s saw a modernisation for fashion. It continued to change from more restrictive 
fashion to looser clothing which revealed more arms and legs, a move which had started at 

least a decade prior. 

The 1920s are characterised by two distinct periods of fashion: in the early part of the decade, 
change was slower, and there was more reluctance to wear the new, revealing styles made 
popular. From 1925, the public more passionately embraced the styles now typically asso-
ciated with the ‘Roaring Twenties’. These styles continued to characterise fashion until the 

worldwide depression worsened in 1931.

Notable Trends in 
Womenswear

Notable Trends in 
Menswear

Common Trends
• Below knee length drop waist dresses 

with a loose, straight fit
• Beaded evening dresses inspired by 

“flappers”
• Mary Jane or T-strap heels
• Cocoon fur coats and fringe wraps 
• Cloche hats and short bobbed hairstyles
• Bead or feather headbands for evenings
• Long pearl necklaces, blog Art Deco 

colours, faux gemstones
• Small beaded purses held makeup com-

pacts and cigarette cases

Afternoon Tea and Party Dress
• A tea dress was an afternoon dress made 

of lighter, brighter materials and more 
trim.

• White dresses worn in summer were 
very attractive while pastels or rich 
jewel tones offered variety in other 
seasons

• Shoes would br pumps or strap heels 
(medium or high) 

• Stockings would be sheerer and in col-
ours to match the dress.

• Gloves would also match or be white
• Hat could be a feather trim sun hat or a 

decorative cloche 

Evening Attire
• Semi-formal events would consist of after-

noon dress attire
• Formal events: sleeveless dress, high heels, 

sheer backseat hose, several pieces of jewel-
lery, and hair ornaments were essential.

• Evening dresses were made of fine materi-
als like silk, chiffo, taffeta and light velvet.

• They were usually sleeveless for younger 
women and long sleeves for older women. 

• Dresses features the iconic ‘20s drop waist 
with layers or tiers of fabric creating some 
fullness from the waist down. 

• Beaded dresses were the most expensive 
and glamorous - some had fringe or metal 
sequins, which were quite rare.

• The short, fringed flapper dress is a 20s 
myth

• Real flappers wore knee-length or longer 
gowns that moved freely

• Hats were not appropriate for evening wear 
unless it was a turban.

• Headbands, crowns and hair combs were 
more appropriate

• Sequins, gold mesh, glittering beads or oth-
er colourful materials were used for formal 
purses

• Matching dress jackets, fringe evening 
shawls or fur wraps were also popular for 
formal events

• Jewellery was minimal, perhaps a long bead 
or pearl necklace, rhinestone or feather 
headband, drop earrings and bracelet were 
optional. 

• Accessories such as long gloves, a hand fan, 
fringe shawl or boa, cigarette holder and 
purse were also glamorous additions.

Business attire
• Appropriate 3 piece suit - with suits chang-

ing with seniority at work and the season.
• Some men in upper-level positions still wore 

men’s formal morning suits with cutaway 
coats, striped pants, cravat, and vests to 
work.

• Dress shirts were striped with white round 
or pointed collars that were detachable up 
until the late 1920s. 

• Cufflinks were also necessary.
• In the early years suits were slim and plain 

coloured.
• By the mid 20s, the wide leg look with a 

loose suit coat made men much more com-
fortable, these came in bolder wide stripes, 
big checks, windowpane, plaid, and tweed 
fabrics. 

• Gentlemen’s suits in the summer were nice 
white linen or seersucker suits.

• Suit jacks buttoned up with 3-4 buttons to 
mid chest. 

• The jacket hung down to the upper thigh 
and was worn over a matching lapel collar 
vest - both wide.

• Suit pants were wide too, by the mid 20s. 
They fit very high on the waist and had to be 
held up with suspenders. They were usually 
flat front, creased down the center leg and 
cuffed at the bottom. 

• Suit accessories included a necktie or bow 
tie in patterns of wide stripes, small dots and 
paisley. They were often coordinated with 
the pocket square folder in the chest pocket. 

• Some well-dressed men wore a collar pin 
under the necktie to hold the collar in place. 

• In cool weather a wool topcoat was used.

Notorious gangsters
• Notorious gangsters and bootleggers of the 

1920s wore 3 piece suits.
• What they wore was determined by their 

wealth, not their occupation. 
• Some more well-to-do gangsters wore white 

spats over their boots, just like men did in 
the early 1900s.

• A walking cane or rolled umbrella was an-
other accessory often seen 

• Younger gangsters wore whatever suits they 
could afford. They often did not have match-
ing vests, and they fit poorly since they were 
purchased second hand.

Mens formalwear
• Mens formalwear entailed a black tuxedo 

with tails or the new style of dinner jacket. 
• A white button-down dress shirt with 

wingtip collar and white or black bow tie 
was worn under a white or black U-shaped 
vest. 

• Wearing white was the most formal look, 
while black was for most semi-formal 
occasions.

• Black patent leather shoes and a top hat 
completed the formality. 

• Certain occupations required men to wear 
formal clothing. Waiters, bartenders, but-
lers, hotel managers and other service-ori-
ented careers required men to dress in 
their finest formal attire

• Another formal suit worn by business 
executives, politicians, and grooms was the 
morning suit. It consisted of grey and black 
striped pants, grey vest, black morning 
coat, wingtip shirt, tie, and top hat. 



Fashion in the 1990s
For the designs intended for the characters of Sally and Donovan, I will be focusing on grunge clothing with some elements of glamour in 

order to best portray the background of the characters.

Women and girls fashion in the 1990s is very distinct. While not quite as loud as the eighties, the nineties took that attitude and tried to be 
a little smarter and a little classier. Sometimes designers succeeded, sometimes they didn’t. Some common items of clothing from the 1990s: 
black leggings with oversized sweater, low heel shoes, flannel shirts, denim everything, t-shirts, sweatpants, skirts, Birkenstocks, solid col-

ours, silk shirts, turtlenecks (under cardigans or sweaters), plain white Keds and army surplus clothing to name a few.

Fashion in the 1990s was defined by a return to minimalist fashion, in contrast to the more elaborate and flashy trends of the 1980s. One 
notable shift was the mainstream adoption of tattoos, body piercings aside from ear piercing and to a much lesser extent, other forms of body 

modification such as branding. 

In the early 1990s, several late 1980s fashions remained very stylish among both sexes. However, the popularity of grunge and alternative rock 
music helped bring the simple, unkempt grunge look to the mainstream by 1992. The anti-conformist approach to fashion led to the popu-
larisation of the casual chic look that included T-shirts, jeans, hoodies, and sneakers, a trend which continued into the 2000s. Additionally, 

fashion trends throughout the decade recycled styles from previous decades, notably the 1950s, 1960s and 1970s.

For the designs intended for the characters 
of Sally and Donovan, I will be focusing on 
American styles where the production is set 
and grunge clothing with some elements of 
glamour in order to best portray the back-
ground of the characters.

Grunge and Mid 90s Glamour
In mid-1992, grunge fashion broke into the 
mainstream for both sexes. For younger 
American, Australian and Latina women, 
grunge fashion consisted of flannel shirts, 
ripped jeans, mom jeans, Doc Martens, com-
bat boots, band t-shirts, oversized knit sweat-
ers, long and droopy skirts, ripped tights, 
Birkenstocks, hiking boots, and eco-friendly 
clothing made from recycled textiles or fair 
trade organic cotton.

In 1994, grunge clothing rapidly declined as 
fashion became more feminine and form-fit-
ting. Young women in the UK and America 
wore tailored skirt and trouser suits, short 
skirts and dresses, baby doll dresses, animal 
prints, hot pants, slim pants, bright colours 
(even in colder months), long and short 
skirts, and high heels. High-shine fabrics, 
such as satin, metallics, sequins, microfiber, 
vinyl, and silk became very prominent on 
both clubwear and work wear.

Men’s Fashion Trends
Continuing on from the late 1980s, many young men in the UK and Europe wore tapered 
and cuffed high waisted jeans with matching denim jackets, Champion brand, Stone Is-
land or Ralph Lauren sweatshirts, polo shirts with contrasting collars, short Harring-
ton jackets, grey Tommy Hilfiger sweaters with prominent logos, oversized Guess denim 
shirts, brightly coloured windcheaters especially in yellow or green, Hush Puppies shoes, 
V neck sweaters, soccer shorts, white athletic socks worn with black or brown loafers, 
triple striped tube socks usually folded over at the top, pastel coloured three button sport-
coats, graphic print T-shirts, tracksuit tops with a vertical contrasting stripe down the 
sleeve, sweatpants, bomber jackets, pale denim drainpipe jeans, shiny red or blue rayon 
monkey jackets, grey or tan leather jackets with shoulder pads, and wool baseball jackets 
with contrasting sleeves. Short shorts were popular in the early years of the decade, but 
were replaced with looser and baggier basketball shorts after 1993 when hip-hop fashion 

went mainstream.
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Pattern Development

Digital print for Alex Lowe: Butterfly print repre-
senting the use of animal imagery in surrealism 
where the butterfly symbolises transendance. In 
this case Alex’s change from human to infected 

vampire to be with her son

Digital print for Alex: Larger single print to be made into a 
scarf which will abstract the shape of the pattern.

Digital print for Holden: Matching butterfly symbol with mother 
in more obvious single print to also represent his transcendance 
and to highlight the strong connection between mother and son.

Experimentation of printing colour pallette 
onto fabric for accurate pay off.



Pattern Development

Experimenting with digitally printing col-
ours onto fabric in order to recreate accurate 

colour palettes.

Digital print for The Countess: I photoshopped various im-
ages of hands to layer and shadow them for added dimension 
and to connote the theme of the fetish. This pattern was then 
printed onto a shimmer velvet which added texture and also 

created more shadow to the fabric and aged it.

Sample print of daggers and crosses for James 
March intended to match John Lowe - Felt sam-
ple was too dark and wouldnt be seen on stage.

Print for James March cane: Using colour 
palette and photoshop to create a cracked 

worn effect.

Digital print for James March: Recreating a classic pin-
stripe using a cross symbol. Red upside down crosses 
spread throughout to connote evil and play on use of 

religion in horror.

Development for James March tie and Braces: White 
leather dyed or printed with red to connote blood 

stains.



Initial Design Development 
The 1920s

The Countess 
My initial ideas were inspired by traditional 
1920s evening dress. I wanted to explore 
surrealism and the fetish and therefore 
looked at the use of materials such as the 
leather glove used out of its common use in 
a variety of methods. I chose to expand the 
hem of the dresses to add to the extravagance 
of the character and used draping to keep to 
the timeless styles of the 1920s. I looked at 
the use of coats and capes to evoke a sense of 
mysetry around the character as well as a nod 
to the stereotypical vampire appearance of a 
cape. I used accessories such as traditional 
headwear to maintain the 1920s look. 

James March
As the notorious killer and creater of the ho-
tel I explored many 1920s options for this 
character. I looked at common buisness wear, 
evening wear for dinner scenes and gangster 
attire. Having chosen to focus on the ganster 
attire accessories were key to this development 
with headwear, canes and braces being an im-
portant element of the designs. The 1920s at-
tire was perfect for this character having died 
in the era. When looking at textile develop-
ment i planned to recreate classic pinstripes in 
a abstract way to enhance the concept of sur-

realism.



Initial Design Development 
Hotel Staff

Iris
For the receptionist I wanted to balance 
1920s influence in keeping with the 
hotel and modern day clothing in keeping 
with the time period of the production. I 
experimented with sleeve shape and collars to 
create a vintage look to the clothes as well as 
altering the sillhouette to enhance the oddity 
of the characters. The use of patterning 
would be important to this design to ensure 
that the costume looked like a hotel uniform, 
achieved by repeat patterns and logos. The 
use of accessories such as glasses, scarves and 
name badges were important to this design in 
designing a stereotypical receptionist look. 

Liz Taylor
The intention of this costume was to design 
something cohesive with the other hotel staff 
costumes. I explored a range of modern day 
and 1920s styles and felt that the 1920s style 
would be most in keeping with the set design. 
I used similar developments to that of Iris with 
black and white stripes and the hotel logo key 
in the success of the design. The colour palette 
is more vibrant embracing the odd nature of 

the character.



Initial Design Development 
Children

Scarlett Lowe
Scarlett is a young teenager living in modern 
day. I explored a range of modern fashion 
and streetwear and used my own knowledge 
of clothing today to develoo ideas for this 
character. One of the most important 
elements for this design was layering 
garments. This would allow me to present 
a range of prints and designs to elevate the 
costume away from the basic silhouette and 
further delve into the themes of surrealism 
whilst maintaining a clear time period for the 

garments.

Holden Lowe
Holden is the kidnapped brother of Scarlett 
kept by the Countess, for this reason he has 
not aged past the 1990s. I wanted to develop 
designs which paid tribute to 1920s childrens 
wear as well as modern day. In order to do this 
I looked at both types of design seperately be-
fore creating a combination. I used the classic 
1990s turtle neck jumper and paired it with 
long shorts and braces to insinuate the 1920s 
look. I reused textiles from the hotel staff uni-
form to create a strong link to the hotel whilst 
butterfly prints tied the character back to his 
mother indicating the transcendance he has 
also experienced under control of the Coun-

tess.



Initial Design Development 
The 1990s

Hypodermic Sally
As a character who died in the 1990s I felt 
it was important to incorporate this fashion 
into the look of the character. I focused on 
developing designs from grunge fashion in 
keeping with the personality of the character 
I explored different ways to expose skin and 
touch on surrealism and fetish once again. I 
used recognisable clothing such as the slip 
dress and platform shows and focused on 
using print to develop the surrealist theme in 

order ot maintain a 1990s silhouette.

Donovan
This character also died in 1990s therefore it 
was only right to maintain this look in my de-
signs. I used iconic baggy jeans and statement 
t-shirts as my main focus. I also explored more 
unique aspects of 1990s fashion such as the 
leather skinny tie and denim vests. I chose to 
focus on loose fitting clothes and dishevelled 
look to enhance the character’s personality. I 
settled on a statement t’shirt as it would enable 
me to create prints with stronger links to the 

theme of surrealism.



Initial Design Development 
Work Wear

Detective John Lowe
The sillhouette of this costume was intended 
to connote a traditional detective uniform. 
As these characters live in modern day 
society I explored costume in typical crime 
dramas. The main development for this 
costume was in experimenting with levels of 
dishevellement for the character who is very 
troubled. I achieved this through the styling 
of the shirt and tie and the slight bagginess of 

the clothes.

Dr Alex Lowe
For this character I developed ideas for what 
a doctor might wear from basic scrubs to lab 
coats. I chose to settle on a professional trou-
ser and blouse combination in which the doc-
tor might be in a higher working position. I 
came to this decision as Alex is within the hotel 
and would not be wearing a full working uni-
form in this setting. I played with the shoulder 
shapes of the blouse and width of the trousers 
to create more dynamic shapes and used digital 
prints to develop the design more clearly into 
the theme of surrealism within modern day 

clothing.


