ABSTRACT

Title of Thesis WHAT IS REAL AND WHAT IS TRUE:
DESIGNING COSTUMES FOR DANIEL
C AT C NFLGRENCIA EN EL AMAZONAS

Cody Conrad Von Ruden, Master of Fine Arts
2024

Thesis Directed By: Professor Helen Q. Huang, Department of
Theatre, Dance and Performance Studies

In this document is a description of the process of conceiving and implementing the costume
designsforMandnd Oper a St ud i FoéesciapmnrebAdnazondy aniel ©atanA
fantastical operatic journey inspired by the writings of Gabriel Garcia Marquez. The production
was set on a steamboat sailing down the Amazon River at the turn of the century. Contained within
this thesis are the original concept designs and final ptpitheluding research, renderings, fitting
photos, production photosné supplemental paperwork. This show was produced by Maryland
Opera Studio April 13 21, 2024. The opera was directed by Corinne Hayes, Scenic Design by
August Henney, Lighting Design by Scott J. Monnin, Media Design by Jerran Kowalski, Wigs

and Makeup bypriscilla Bruce, and Costume Design by Cody Von Ruden



WHAT | S REAL AND WHAT I 'S TRUE: DESI GNI NG
FLORENCIA EN EL AMAZONAS

by

Cody Conrad Von Ruden

Thesissubmitted to the Faculty of the Graduate School of the
University of Maryland, College Park, in partial fulfillment
of the requirements for the degree of
Master of Fine Arts
2024

ThesisCommittee:
Professor Helen Q. Huang, Chair
Professor Mikhail Kachman

Professor Corinne Hayes

COST



© Copyright by
Cody Conrad Von Ruden
2024



Dedi cati on

| would like to dedicate this work to several individuals who have helped me

get to this moment.

Mom and Dad. You have always supported me and my big dreams. For that |

am so thankful. I promise |6l come home 't

Kaoime Malloy.You saw a spark in me amdirturedit into aflame. |

woul dndt be o0 ryoutThanksyoudoanever givingtup anume.

Shannon Higgins. You gave me my first job in regidhahtrel dondt have

enough words to express how thankful I am for that, so | hope this is enough.

Chess Jakobs Avraham. Youaremmgk,and | coul dhis6t have do

without your incredible support. | love you.

Becca Janney. My literal other half during the last three years. | am a better

artist because ofyoi.hank you isndét enough, but it wi

Hel en Q. Huang. You gave me a chance |
mentorship and guidance brought out an art
you for everything you have given me. | will treasure you always.



Acknowl edgement s
I would like to acknowledge the following educators, artists, and craftspeople who

were there for me on this journey

FACULTY MENTORS:
Helen Q. Huang
Susan OO6Nei ||
Misha Kachman
Daniel L. Conway
Amith Chandrashaker
Andrew Cissna
Jared Mezzocchi

CREATIVE TEAM:

Director: Corinne Hayes
Maestro: David Neely
Scenic DesignerAugust Henney
Lighting Designer: Scott J. Monnin
Media Designer: Jerran Kowalski
Wigs andMakeup: Priscilla Bruce

PRODUCTION STAFF:
Costume Shop Manager: Jen Dazckzyszak
Costume Draper and Craftsperson: Lisa Burgess
Costume Drapeaind Tailor Tessa Lew
Costume Draper: Steven Simon
Costume DrapeiJ Hromek
First Hand: Dennis Kitmore
Crafts Artisan: Tori Niemiec
DressersSeana Benz, Nicole Panenbianco, Sam EisenBieird
Production Manager: Ashley Pollard
Production Photographdrisa Helfert

COSTUME GRADUATES:
Becca Janney
Bailey Hammett
Doni Rotunno
Colin Franz



Tabl e of Content s

[ =To [ o3 11 0] o WSS il
ACKNOWIEAGEMENTS.... .ot e e e e emmees iii
Table Of CONENLS......uui e e v
LIST Of FIQUIES ...ttt eeee et et e e e e e e e e e e e e e e ammme e e e e e e as v
Chapter 1: Conception and DesSigN ProCESS........uuuuiiiiiiiiceeeiiiiiinaeeeeeeeeeeeeeees 1
Concept: What is Real, and What is True2..........ccciiiiiiiiieeeeecciiin e 1
Research: What is Real?.........ooo v 2
Rendering the Characters: Revealing the Truth.............ccoooiiiieeciiiiiiiiinennn 23
Chapter 2: ProduCtion PrOCESS.....ccoiiieeiieiiiiieiieeee e 44
PreProdUCTION.........ooiiieeeeeee et e e e e e e e e e aneee s 44
Builds and FitliNgS.........uvviiiiiiiiiiiiiiieeeeiiiiieecieeeeee e 4D
Tech Process: Aboard the El Dorado.............oooiiiiiiiene e eecciiicivieeenns 57
REMIECHONS ... e 58
Chapter 3: Supplemental Paperwark................oouvviiciiieeeeeeiiies s 73
COSTUME PIOL.... et e e 73
COStUME PIECEIISE......ceiiiieiiiiii ettt e e e e e e e e eeenees 74
Costume Shop EStIMate........cooooiiiiiiiieee e 79



Li sEi g@ires

Figure 1: Director Research Plate...........oooooiiiiiiiicc e 6
Figure 2: Emotional RESPONSE IMAJES.........covvvvriviiiiimmmreeeeeeriies e e e e e e emenaennes 7
Figure 3: Florencia Act 1 Scene Research.............cooooviiiiiiieeen i 8
Figure 4: Riolobo Act 1 Scene-Research.............oooooiiieeee 9
Figure 5: Rosalba Act 1 Scene Research...........cccoeeeeeeiviiiieeee e, 10
Figure 6: Arcadio ResearCh.............iiii i eeeeme e 11
Figure 7: CaptaiA RESEAICH...........uuiiiiiiiiiiii e 12
Figure 8: Paula Act 1 Scene Research...........ccccovvveviiviieeee e e 13
Figure 9: Alvaro Act 1 Scene-IRESEArCh..............vvvuiiiiii i 14
Figure 10: Riolobo Act 1 Scene-ReSearch........ccccccveeeiiiiiiiecc 15
Figure 11: Florencia Act 2 Scene AReSearch.........ccc.euuvvvvveiiiicmeeeeeiiiien 16
Figure 12: Rosalba Act 2 Scene-1RBesearch..........cccceeevviiiiiiiceei e, 17
Figure 13: Paula Act 2 Scene ABesearch.........cccceeeeiiiiiiiiieeee s 18
Figure 14: Alvaro Act 2 Scene IReSearch.........ccccooiimiiiiiieece e 19
Figure 15: Florencia Act 2 Scene dResearch..........ccc.uvvvvviiiieeeeiiiieenn 20
Figure 16: Chorus MarketResearch............ccooooiiiiiicccii . 21
Figure 17: Chorus SpirtsReSearCh...........ccccooiiiiiiieeeee 22
Figure 18: Florencia Act 1 Scene Rendering..........ccuuuvuvuvueniiicceeeeennnnnnnnns 28
Figure 19: Riolobo Act Bcene E Rendering.........cccouuieiieiiiiiiicceiiiie e 29
Figure 20: Rosalba Act 1 Scene Rendering..........cccccuuvvvrmimmiiimemiiiiieinnieeeeeeeeens 30
Figure 21: Arcadio Act 1 Scene-ReNderiNg.......ccceeeeeeeeeiiiiiiieieeeeeeeeeeeeeeeeeeennnnns 31
Figure 22: Captain Act 1 Scene RenNdering.......ccccoeveeeeeiiiiiiiiieennee e 32
Figure 23: Paula Act 1 Scene Rendering...........ooooiiiiiiiiimimmmn e 33
Figure 24: Alvaro Act 1 Scene-IReNAEriNg..........coeuvvruvuuuniiiicmreeeeeerinnneae e 34
Figure 25: Riolobo Act 1 Scene-Rendering..........cccuuvviieeieiiiiicmeiiiee e 35
Figure 26: Florencia Act 2 Scene ARENEIING ......uuuuerriiiiiiiiiieieieaeeeeeeeeeeee e 36
Figure 27: Rosalba Act 2 Scene-1RBendering..............uuuuvuueeeiiiccreeeeenennnnnnn 37
Figure 28: Paula Act 2 Scene ABendering........ccooeeevveiviiiieiieeeee e 38
Figure 29: Alvaro Act 2 Scene EIRendering..........ccccuvvrrmmmmerimeeiiiiieirnieeeeeeeeee 39
Figure 30: Florencia Act 2 Scene ABendering..........cccceceeeveevvvvvieeeneeeeeeeeeennnnn . 40
Figure 31: Florencia Act 2 Scene ARendering.........ccccceeeeeeeeeeeviieeeieeeeeeeeeeenn 41
Figure 32: Chorus SpIrtSRENAEIING.......cevuuiiriiiiiiee et eeeeee s 42
Figure 33: Chorus SpiritSRENdEring.........cccccuuuuiiiiiiiiiireeiiiiiiere e 43
Figure 34: Florencia Act 1 Scene Eirst and Final Fitting Photas..................... 50
Figure 35: Riolobo Act 1 Scene- First and Final Fitting Photas........................ 50
Figure 36: Rosalba Act 1 Scene Eirst and Final Fitting Photas........................ 51
Figure 37: Arcadio Act 1 Scene-First and Final Fitting Photas........................ 51
Figure 38: Captain Act 1 Scene Eirst and Final Fitting Photos........................ 52
Figure 39: Paula (O. O'Brien) Act 1 SceneHirst and Final Fitting Photas....... 52
Figure 40: Paula (V. Filloux) Act 1 Scene Eirst and Final Fitting Photas......... 53
Figure 41: Alvaro Act 1 Scene-IFirst and Final Fitting Photos......................... a3
Figure 42: Riolobo Act 1 Scene-First and Final Fitting Photas........................ 54

Vv



Figure 43:
Figure 44:
Figure 45:
Figure 46:
Figure 47:
Figure 48:
Figure 49:
Figure 50:
Figure 51:
Figure 52:
Figure 53:
Figure 54:
Figure 55:
Figure 56:
Figure 57:
Figure 58:
Figure 59:
Figure 60:
Figure 61:
Figure 62:
Figure 63:
Figure 64:
Figure 65:
Figure 66:
Figure 67:
Figure 68:
Figure 69:

Florencia Act 2 Scene 4Eirst and Final Fitting Photas................... 54
Alvaro Act 2 Scene 15-irst and Final Fitting Photos....................... 55
Florencia Act 2 Scene 4birst and Final Fitting Photas................... 55
Florencia Act 2 Scene 4First and Final Fitting Photas................... 56

Florencia aboard the El Dorada...............ciiiiiiecciiiiiiiiiiiinee e 60
Rosalba sings about her idol, Florencia................ccccvceeevvvvveeeiinnnns 61
Arcadio tells the Captain about his dreams.............ccccccevieeeeieeennens 62

Paula, Rosalba, and Arcadio sing about the differences aof love....63
Riolobo reveals himself and stops the boat from being destroyed 64
Florencia longs for her lover, Cristbal..................cveeiiiiiiiiiiinnd 65
Riolobo thanks the spirits for saving the El Dorada....................... 66
The spirit chorus dances around..............cccvvvveeeeei e 6.7
Alvaro is returned by the RIVEL............ooooviiiiiiie 2 68
Rosalba tells Florencia about the book she is writing..................... 69
Rosalba dreams of meeting Florencia..............cccooovveeeeiieeei e 70
Florencia transforms into a butterfly, PL. L......ccoooooiiiiiiiiiceeiiee. 71
Florencia transforms into a butterfly, PL.2.......cccooooiiiiiiiiiceeiiii. 72
Florencia Costume PIRage 1........ccccuvuviiiiiiiiiiieeeiiiiiiiieeeeeee e 73
Florencia Costume PIRage 2........cccoeeeeeeeeiiiiiiiieeee e, 73
Florencia Piece LiSPage L...........uuuuuiiiiiiiiii e 74
Florencia Piece LISPAge 2............uuuuiiiiiiiiiiiieeeiiiiiiiieeeeeeee e 75
Florencia Piece LiBtPage 3............ooovvviviiiiiiiieemeee e e 76
Florencia Piece LiSPage 4..........oouiiiiiiiiiiiiiieciiie e 77
Florencia Piece LiISPage 5............uuuuiiiiiiiiiiiieeeiiiiiiiiieeeceeee e 78
Florencia Costume Shop Estimd@age 1 (Summary)..........cccceeeee 79
Florencia Costume Shop Estimd®age 2 (Materials)....................... 80
Florencia Costume Shop Estimd®age 3 (Labor)...........ccccooeiiiine 81

Vi



ChaptCorncleipti on and Design Proce.

Concept What is Real, and What iSrue?

Florencia en el Amazonas a Spanisthanguagepera composed by Daniel
Catan. The story draws inspiration from the various writings of Colombian novelist
Gabriel Garcia Marquez. The opera follows the woeldowned opera singer,
Florencia Grimaldi, as she travels by steamboat from Letitia, Colombgx tsome
in Manaus, Brazil as she prepares to siragein hopes of attracting her lover,
Cristdbal. Joining Florencia on the boat are Rosalba, a young journalist writing a
novel on the singer, Paula and Ate, a married couple looking to reignite their love,
Ri olobo, a river spirit parading as a man,
As they journey down the river each passenger is faced with their own ideas about
love and what it costs. When thkip suddenly faces a rough storm, Riolobo
transforms and reveals his true self as a spirit of the river, calling upon the Amazons
of the river to stop the boat from being destroyed. In the aftermath, Florencia is
discovered in her cabin, longingfor@Gds al 6 s r et ur n. Rosal ba, wh
lost journal with Arcadio, accepts that there is room in her heart to let love in. Paula
mourns the loss of her husband and realizes what she wanted all along was always
with her. When she accepts that he iseggdklvaro is given back to her by the river,
he is the same, but different. As they are about to dock in Manaus a cholera outbreak
has been discovered and they must steer away or risk infection. Distraught that she
may never find her love, Florencia asds the ship, singing an aria to her lost love
and finally, transforms into the elusive butterfly, the Emerald Muse.
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In the initial concept meeting our director, Corinne Hayes, stated that her
centering idea for the piece was the follo
true?0 She explained her desire to have a
togetherin the same spac&he boat was real, but thenazon Rivemwas true. This
idea had to be the connective tissue between all the individual elements of the opera.
Corinne was also interested in making sure that as we move through the piece, we
were always moving toards the final apotheosis of Florencia turning into a butterfly.

Since the opera was inspired by the writings of Gabriel Garcia Marquez, it was
important thatve approactthe piece with an understanding of his use of Magical
Realism. The idea of transforming the seemingly every day into the magical could be
used as an anchor for all the different transformatibimslly, Corinne wanted to

make sure that we honored the indigenous locale of the piece. She brought several
images from Latin and Amazon nativists such as, Frida Kahlo, Nixiwaka
Yawanawa and Abel Rodriguez (Figue The images provided gave a sense of the
magical realism in the piece as well as an idea of the color and texture of the

rainforest.

ResearchWhat is Real?

When moving into the research process for this piece, we were encouraged to
continue looking for other Latin and Amazonian artists, and to dive deeper into the
ones presented to us at the concept meeting. We also had the task of finding the
balance betweetne world of the Amazon River and the world of the boat, which is
more western in style. As the research process started, | worked back and forth

between western fashion and imagery and native artists to hold both worlds, real and
2



true, in my mind throughout the process. As a team we decided that something real
was about the performative aspects of the character. While something true was about
the fantastical desires of the heart.
| started the research process by looking at the artists Frida Kahlo, Nixiwaka
and Abel Rodriguez. These led to a painting done by John Dyer, an American artist
learning from Nixwiwaka, this became a central image for the design team (Figure
17 . This painting opened wus t olhroughehei dea t h
lens of Native Artiststherainforest is madef a more dynamic color palette.
During the concept meeting Director Hayes stated that she wanted to keep the
piece in the early 20century. We agreed on the Edwardian era, from J1908D. |
used this range of years as a reference po
the overall pi ece. For exampl e, FIl orenci ab
silhouette which standsut against the other, earlienstumesilhouettes that surround
her. This is to show that she heansformed int@ fantasy, something outside of the
world that the other characters are currently inhabiting. It is both reflective of the
character she becomes on stage as well as the very real apotheosis she is undergoing
in the final moment.
| was interested in how the transformations of the piece wosketior this
FIl orencia and Riolobo were my focal points
finding a way to weave in the idea that she was always meant to be a butterfly by
exploring her differences on and off stage. In the libretto there is a linaatlyass, A Bu't
when Florencia arrives rmewill recognize her. They say only the stage brings her

to life. It has been a long time since anyone has seen her before or after the curtain



rises or falls. At every performance she appears different. A fantasy, an illusion? A
mystery woman, | i ke an Amazon of this rive
finding two images that would be the antithesis of each other. A way to create two
different characters in the same body. One in hiding and one a fantasy. In the early
stages of research, | found an Art Nouveau pin that became the inspiration for the first
iteration of the finale transformation. This combined with a gown from 1905 became
asta4a ting place for Florenciabs finale trans/
transformation had to have wings. At the first research meeting | had presented a set
of images of wings covering a large expanse of the stage. Corinne agreed that the
scale of the wings was an important part of the finale moment.
I n Ri ol obo6s ftofeekbbth dnchardd inlthe period, eviile d
also feeling outside of the world that we are viewing on the stage. | discarered
image from Fashion Designer Ana Locking in her 2012 Fall/Winter collection (Figure
4). This coat would becomessentiafor Riolobo as a character. The layered coat
could be manipulated into a period style but still felt outside of the world of the other
charactersThecolor was inspiring for the character as it combined the blue of the
river and he green of the rainforedt.was at this time that | reexamined the self
portrait of Frida Kahlo that Corinne had presented during the concept meeting. |
reali zed that Riolobobds energy and charact
discovery to Corinne she became excitedut what this meant for the movement
vocabulary of this character, and it would later affect how the set was designed, as
she became excited about the possibilities of Riolobo and the spirits climbing around

the ship like a jugle gym.



As | went back to Florenciabds first | oo
was hiding as much as possible. | looked at Edwardian walking dresses and sailing
outfits. | also knew that | needed to start threading in the idea that she was meant to
becomea butterflyall along | started finding a variety of butterflies so that I could
investigate how to combine the two shapes together. | eventually found an afternoon
dress from 1910 and another dress created by Au Bon Marche in roughly 1908 that |
blendedo get these separate ideas to feel at home in her firs{fagkre 3) The
Asymmetrical lapel having a winlike shape and the veining detail combined to
create a look that hinted at the inevitable transformation into the butterfly.
The Chorus waa differentchallenge as they had to be both the people of the
mar ket and, in Corinneds interpretation of
guide and support the story as it went along. | concluded quite early that they would
need to have a base look and pethat could go over top ftredifferent looks.The
chorus would prove to be one of the trickier parts of the story telling and would
change a significant number of times before we landed on the version that felt right

for thestory that we were telling.



Research Plates
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Figure 1: Director Research Plate




Figure 2: Emotional Response Iaes



Figure 3: Florencia Act 1 Scene-1Research



Figure 4: Riolobo Act 1 Scene-IResearch



Figure 5: Rosalba Act 1 Scene-Research
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Figure 6: Arcadio- Research
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Figure 7: Captain- Research




Figur 8: Paula Act 1 Scene-1Research
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Figure 9: Alvaro Act 1 Scene 1IResearch
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Figure 10: Riolobo Act 1 Scene-Research
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Figure 11: Florencia Act 2 Scene 11Research
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Figure 12: Rosalba Act 2 Scene 1Research
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Figure 13: Paula Act 2 Scene Research
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Figure 14: Alvaro Act 2 Scene 15Research
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Figure 15: Florencia Act 2 Scene 17Research
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Figure 16: Chorus Market Resrch
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Figure 17: Chorus Spirits Research
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Rendering the Characters: Revealing the Truth

When it came time to render, | knew | wanted to start attheFehdor enci a6 s
transformationProfessors Huang, Kachman, and Conway always toltbrienk
about what the audience sees in the final moment. With the research | had gathered |
started sketching a few different ideas for a large gown with a whimsical crown that
would be the fantasy character that is described in the libretto. Whensitigrtise
transformation with Professor Huang, it became clear to me that no matter how we
handled the wings of the final mo ment , FIl o
motivated by her and her costume.

As the process continued, | realized that the finale gosterted with was too
big and cumbersome for how much time she would spend on stage prior to the
transformation. After reinvestigating the libretto and my research | concluded that she
should be wearingCriéh al 6 s coat. Underneath the coat
roughly 19106s si | Bneetald Masethe butteaflythada | | uded t o
Cristdbal is hunting (Figur&1).

Next was Riolobods entrance | ook. I kne
the anchors of the show. I f | didndét get
correct the piece would always feel out of balance. When sketching out Riolobo |
knew | needé to balance the period and modern imagery from my research. | wanted
to combine the style of the double layer Ana Locking coat with a more historical vest.
| wanted the coat to be made from a period appropriate fabric, but the details could be
flashy andnore modern. There was a constant back and forth to get the shape and

details right. When | brought the initial sketch to Profestmaing,she suggestedoe
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more specific about the vest shape and the way the hat was placed on the head. These
specific details would help sell the period aspect of the piece while also maintaining
the sense of whimsy.

With Florenciabds finale dress drawn
| knew that the first time we saw Florencia on stage she would need to be the
antithesis to what she would become at the end. In the finale look there were a lot of
sheer fabricsand skin being revealed. To oppose that in the beginning, she needed to
be covered up andden.Drawing from my research | combined the different
images | pulled int@ singuladook. | turned the bodice of trafternoondress into a
jacket with a bloge underneath. | added the skirt from the visiting dress, extended the
button details to meet each other and added a hat with netting. My main question was
how | was going to make her stand out as the titular character while she is literally
meant to be kiling in the crowd. When | spoke to Professor Huang about this
concern, she suggested | change the color of the dress to a lighter tone, one closer to
the original research, and totgheother passengers in darker tones.

When | began chwingPaula, | knew immediately that she had to feel
performative. During the research meeting | said | believed she had this dress made
specifically for this tripCorinneloved the idea that she would be frivolous enough to
have something made for this one moment. As | worked on this character, Professor
Huang pointed out a piece of my reseandth a silhouette that better suited the
actorswhowould be performing in the roles. Since it was double castst

important that the silhouette flattering on two different bodies. While the frivolous
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details felt I|Iike the character, Professor
well tailored was more pertinent to the design.

As the creative team continued discussing the nature of the show, we
concluded that time within the show does not move in a logical way. Some parts
slowdown and other parts speed up. This led Director Hayes and | to have a
conversation about the transfortioas of each character. We needed to understand
when and how they changed throughout the show. Some of the characters were
obvious, like Florencia and Riolobo. Other characters, like Paula and Rosalba were
less clear on when they would have their characéasformation. Part of the key to
this was Corinnebds concept statement, A Wh a
find the moment where the truth, or deepest desire, of each character is revealed.

Paul ads Tr a ntseifnost diffigult toumderstand. orinne and |
decided that her moment of truth is when she is speaking to the river admitting that
shelovedher husband as he was and would give anything to have him back. We
agreed that she is starting the process of grieatrfgis moment. | took this
information to Professor Huaramnd we talked about her being in mourning wear. |
started with an extravagant mourning dress that would reflect the type of garment she
might wear to a funeral. However, this felt unnatural in the world of the play.
Professor Huang suggestegain simplifying the silhouette. | then tried another full
mourning look that wasiore streamlinedCorinne thought it was right for the
character, but it felt too convenient for her to have this look on board the boat. It was
then that | had to go back to the resbal started with the idea that whatever she was

wearing wasnot black. This opened me up to
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had to live in specific period customs. | decided on a purple overskirt and a shawl that
would go over parts of her initial look to create a sense of mourning for Paula. When
talking with Professor Huang she had suggested taking a piece of researemd had
creating a fulbverdresssotte g a r me cut thedadyimadstrange way. It was
again about simplifying the silhouette for this character (Fig8ye
Next, | came to Riolobobs transformatio
the Draper Meeting. The challenge of Riolobo is that he must transform into some
sort of spirit of the Amazon. From early @orinne and | agreed that this took the
shape of a dragonfly spirit. This meant he had to have dragonfly wings. | knew from
the beginning that | wanted them to be physically on his body. This transformation
needed have a big impact at the end the firstaacit set us up to accept the final
transformation of Florencia at the eofdthe pieceWhen drawing the ideas for this
transformation, | started with hifseingshirtless, covered in tattoos, and wearing
pants that had a paint treatment on them likesa® being taken over by the river. In
a conversation with Professor Huang, she asked me if this could be a bigger gesture.
Likewise, Corinne was interested in what I
should go with it. In my continued research | concluthed it should be a full
bodysuit with a nude illusion. There was acreatuiek e qual ity that | he
before. As we continued to develop the vocabulary of the body suitet &attboing
that was reminiscent of a Nixiwaka butterfly sketch, angtiet slowly creeped
further up the legs of the body suit. In the week before the draper meeting Professor
Huang pointed out the nude il lusion wasnot

feel complete. After trying out a variety of different versionguding inverting the
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colors and changing out the nude illusion entirely, we landed on moving the water
effect up to the waist area and it finally felt like the right character (Fgf)re

Another large challenge in the design process was the chorus. Corinne was
interested in using the chorus for more than just the opening sequence and the off
stage signing throughout the piece. This meant that we needed to find a language for
what the chorsi looked like during the piece. In the early design meetings, | had come
up with the idea that the chorosuld also be river spirits that would help Riolobo
guide the ship and its occupants on their journey, both physical and emotional. As
Corinne and | entinued talking, she expressed interest in creating a dynamic visual
with the chorus. We decided that the spirit chorus would represent the different flora
and fauna of the Amazon Rainforest. This create exciting visual vocabulagnd
maintairedthe idea of them beingpartofRi o | avbrld.6 s

The rendering phase of the process was about creating the characters that felt
true to the story. As in Corinneds anchori
and what was true and find the balance of that dichotomy in each character. Every
one ofour characters has a revelation of their true self by the end of the piece and it
was through the rendering process that | was able to diseagbc h a r amgoste r 6 s

fantastic truth.
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Final Renderings
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Figure 18: Florencia Act 1 Scene-1Rendering
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Figure 19: Riolobo Act 1 Scene-1Rendering
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Florencia En El Amazonas
Rosalba - 1.1

Figure 20: Rosalba Act 1 Scene-Rendering
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Florencia En El Amazonas
Arcadio-1.1
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Figure 21: Arcadio Act 1 Scene-1Rendering
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Florencia En El Amazonas
Captain - 1.1
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Figure 22: Captain Act 1 Scene-1Rendering
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Figure 23: Paula Act 1 Scene-1Rendering
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Figure 24: Alvaro Act 1 Scene “1Rendering
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