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The Tragedy of Hamlet 
Design for Film – A Dark Drama 
Relocated to England in the early 1850s. In this retelling Hamlet's Father is 
an industrial coal mine owner and  Polonius is his Minor Business Partner. 
Gertrude and Claudius conspired together to kill Hamlet’s father quietly 
by slowly poisoning him. They then get married to take control of his empire 

Hamlet Returns from University in the
south of England to find out all that has
transpired. He is contacted by his Fathers
ghost while exploring the ruins of an abbey
in the grounds of the house.

The Design will be inspired by the Pre
Raphaelite art movement which was arising
at this time in England. It is relevant to this
story in that it is an art movement that was
rebellious and focused on societal
concerns and taboos. They often focused
on subjects such as suicide, prostitution
and classical literature in a hyper realistic
style.



- Gain more Experience in period costume research, 
something I felt was missing from my Minor 

- A time period which I have never studied before 
- Opportunity to revisit aspects of my studies and 

develop them for example. Pre-Raphaelites and 
historical undergarment construction. 

- Challenge myself with regard to technical work, 
the area which I am hoping to pursue in my career. 

- A full-period costume in my portfolio fit to a model 
will be useful for my portfolio 

- Designing film- My area of interest, the Area I would 
like to pursue 

Rationale



Past productions of 
Hamlet – Hamlet is a 
play that has been 
adapted countless 
times. The work of 
Shakespeare, in 
general, has always 
been adapted to 
different times and 
places because of the 
adaptability of his 
narratives, they are 
timeless stories 
about universal 
human experiences 
and emotions. 
Another reason is 
Shakespeare is one of 
the most famous 
playwrights of all 
time, generation 
after generation 
are introduced to 
his work from a 
young age due to his 
cultural relevance 
causing his work to 
withhold relevance 
over time. 



Since the family is from the 
Aristocracy They need to be living in 
a Grand House. Hamlet is a very Dark 

and dramatic play; I want the 
landscape to be Vast, Cold and Eerie.  

Possible Locations Shown:
Castle Howard  
Rievaulx abbey

Northern Yorkshire  



Film and art References 



The Witch 
dir. Robert eggers

1917
Dir. Sam Mendes 

The Tragedy of Macbeth
Dir. Joel Coen

The Tragedy of Macbeth
Dir. Joel Coen

Some examples I enjoy of how a mystical and creepy atmosphere can be expressed on screen. The whole narrative but particularly
scenes of Hamlet interacting with the ghost are very eerie. This event has a major impact on Hamlet's character and behaviour so
in this adaptation I would like to give the impression that this energy remains with Hamlet throughout the rest of the film



The Witch 
dir. Robert eggers

The Northman 
dir. Robert Eggers

Pride and Prejudice 
Dir. Joe Wright 

Pride and Prejudice 
Dir. Joe Wright 

Some Examples of how I imagine the landscape of this Adaptation to feel. I think locations that 
are vast and cold would suit this narrative well as it is about deception, greed and isolation. 



The Favorite 
Dir. Yorgos lanthimos

The Favorite – Cinematography Reference. Use of wide-angle shots to establish characters within their setting. It highlights how cohesive the design is and allows
the audience to observe the character's movements and relationship to the setting. The Angles are also slightly unsettling because of the lens distortion



The Pre-Raphaelite Brotherhood was the most
prominent Art movement in 1850s England and so
the art can teach me a lot about culture and
society at the time and what some of the aesthetic
trends and preferences may have been. I think these
paintings are particularly relevant to my
portrayal of Ophelia. There is a combination of
beauty, fragility, entrapment and sadness in these
images that I think suits Ophelia’s character well.

The Awakening Conscience
is a particular favourite
of mine. Depicts an intimate
moment in her room as she
stands up from his lap and
notices the outside
world. The painting is
filled with symbolism of
entrapment, danger and
abandonment. Her position
suggests she has broken
away and is finding her
own agency



The Pre-Raphaelite

Brotherhood is a group

of young artists/

sculptors/ writers/ poets.

The movement shares a

lot of ideas with

impressionism. IT TOOK

PLACE DURING THE

INDUSTRIAL REVOLUTION

WHICH INSPIRED THEM TO

CREATE ART THAT Related

more to societal

concern and moved

away from idealistic

portrayals of people.

They focused on female

subjects depicting

women’s position in

society, prostitution and

suicide

They were famous for these beautiful muses, and many were

artists themselves although not officially members of the

group. Despite focusing on the problems of women I

wouldn’t say the paintings are without objectification. To

me, there is a theme of voyeurism in that the women are

often absorbed in private moments and sometimes

compromising positions.



A 
selection 
of Non-
Pre-
Raphaelite 
Victorian 
Art 
reference
s that I 
thought 
would be 
relevant. 
Some I 
chose as a 
clothing 
reference 
and some I 
have 
chosen 
for the 
mood 
that they 
create 



Female Costume Research 



1849- wearing a silk shoulder 
wrap. She is also wearing tight 
sleeves, a ruched cap and a 
bavolet

1850- Basquin bodice with front 
fastening bodice, buttoned to the waist. 
Bell-shaped sleeves reveal the sleeves of 
the chemisette which are puffed and 
fastened at the wrist. She wears a large 
shawl trimmed in fringe and a bonnet 

1851- Day dress. Three-quarter 
length sleeves that end in a 
large ruffle. Large full-length 
skirt gathered at the waist. She 
wears a cap to cover her hair 

1851- Close-fitting, Redingote-style 
dress. The bodice is V-shaped. Small 
collar around a high neck. 
Sleeves are close pleated at the 
armhole and then wide at the 
wrist. Large shawl, bonnet and 
bavolet

Female clothing timeline 1849-51 



1857- Separate bodice and skirt. The 
bodice is front fastened with buttons. 
The bodice has a narrow turned-down 
collar. The skirt has 5 layered flounces   

Female clothing timeline 1852-57 

1852- The lady on the right is wearing 
a jacket bodice with a lace collar 
and open sleeves. The skirt has 3 
layers. The lady on the left is 
wearing a Basquin bodice with open 
sleeves. The Skirt has scalloped edges 

1856- Day dress. High neckline 
with a turndown collar. The 
basque of the jacket hangs 
over the skirt.  

1857- the lady on the right is wearing an evening 
gown with a deep V at the front of the bodice. 
Short sleeves are hidden under epaulettes of 
lace. The overskirt is gathered and reaches just 
above the knee, the skirt underneath is 
decorated with small flounces. The Lady on the 
left also wears a bodice that comes to a point 
which is covered by a bow. The sleeves are short 
and bouffant with ribbons 



1857- Day Dress

Morning dress ca. 1852

Dress ca. 1850 silk

Afternoon dress
ca. 1846

Afternoon dress
ca. 1843

The female silhouette of the middle of 
the 19th century consisted of a fitted 
corseted bodice and wide full skirts. 
The conical skirts developed between 
the 1830s, when the high waist of the 
Empire silhouette was lowered and the 
skirts became more bell-shaped, to the 
late 1860s, when the fullness of the 
skirts were pulled to the back and the 
bustle developed.

The fashions during this time allowed 
the textiles to stand out because of the 
vast surface areas of the skirt and a 
relatively minimal amount of excess 
trim.

Daytime dresses featured high 
necklines, often completed with a wide 
white collar, long sleeves, and most 
frequently, a straight or curved 
waistline

The Silhouette of the Period 
Day Time wear 

Dress ca. 1850



Evening dress ca. 
1842

By the mid-century, the emphasis of 
the fashionable silhouette settled 
on the ever-increasing 
circumference of the skirt. A 
swelling bell shape was achieved 
through multiple layers of stiff 
petticoats. In addition, 
sophisticated border-patterned 
textiles were produced for tiered 
flounces designed with the express 
purpose of creating the effect of 
even greater volume

Evening dress- 1855

The Silhouette of the Period 

In the evening, the high-necked, 
long-sleeved day bodice was 
traded for one baring the chest 
and shoulders. Evening sleeves 
were short, and frequently, the 
waistline would end in a point

Evening dress
1845–49

Evening dress 1858–59

Evening dress- 1859 Evening dress 1855



In this period there was and Extensive array of
underpinnings. It could include a chemise, drawers,
corset, corset cover, camisole, skirt supports and
petticoats. Some underclothes were made of sumptuous
silks and beautifully decorated with embroidery,
ribbons and lace. This example incorporates refined
cartridge pleating at the waist, which reined in the
voluminous amount of fabric needed to accommodate
the full-skirted silhouette of the period.

Female underpinnings Research



Layer 1- Chemise 

The first layer, 
worn under a 
corset. A knee-
length simple dress, 
usually made from 
cotton or linen. 
Protects the 
further layers of 
clothing from 
sweat and bodily 
oils 



Corset
1866–67

Layer 2- Corset 

Corsets of this period were 
shorter than in previous periods. 
They were very strong which 
allowed for tight lacing and 
considerable shaping  



Layer 3- Crinoline 

Very large skirts were popular in this period 
which needed to be supported with a structure 
that was turgid but still allows movement.

The flared skirts of the period gradually increased in size 
throughout and were supported by a number of methods. 
Originally support came from multiple layers of petticoats 
which, due to weight and discomfort, were supplanted by 
underskirts comprised of graduated hoops made from 
materials such as baleen, cane and metal.



Chemise
American
ca. 1856

Layer 4- Petticoat 

Skirt layered over the crinoline to add 
volume and hide the structure of the cage 

https://www.metmuseum.org/art/collection/search?q=American&perPage=20&sortBy=Relevance&offset=0&pageSize=0


Male Costume Research 



1849- mourning coat 
and silk top hat

1848- Double-breasted paletot 
reaches above the knee, 
double-breasted square-cut 
waistcoat. He also wears an 
undercoat, high collar and 
cravat. Trousers are tapered 
and fastened under the feet. 

1846- A frock coat is a double-
breasted long jacket that ends just 
above the knee. It is narrow-waisted 
and fastens with a button stand, 
the low collar joins with very wide 
revers. Close-fitting sleeves. The 
waistcoat is single-breasted. He also 
wears a high shirt collar and 
cravat with frills. Trousers are 
wide and tapered   

1857- He wears a three-quarter 
length double-breasted paletot 
which flares at the shoulders 
and has wide revers and braided 
arm slits. He also wears a high 
shirt collar and cravat trousers 
are tight fitting, fastening under 
his foot. 

male clothing timeline 1846-57 

Men’s fashion changed very little during the nineteenth century, especially when compared to women’s fashion of the same period.
Menswear in the nineteenth century was a slow evolution. Changes were subtle, but significant, each of them moving men’s fashion 
one step closer to the elegant silhouettes still evidenced in fashionable menswear of today.



Coat ca. 
1860

The frock coat was still the standard for
daytime formal events. It had full tails and
a waist seam and was usually single-
breasted. The morning coat, also known as
the cutaway for how the waistline
“cutaway” sharply to the back, was
another formal option. The sack or
lounge jacket from the previous decade
was popular for informal occasions. It
lacked a waist seam, had small lapels, and
was cut straight. Although usually made
in dark wool, summer coats of light-
coloured linen were worn in summer.

DAYWEAR



Coat 1850s

Advancing into the 1850s, the
waistline of frock coats began
to lower, eliminating the high-
waisted look of earlier
decades. Meanwhile, sack coats
grew in popularity, with many
of them being made to match a
gentleman’s trousers. Frock
coats and tailcoats were also
occasionally made to match.

OUTERWEAR AND 
EVENING WEAR 



Layers of Men’s clothing



19th-century underpants were of two
lengths: short to be worn under breeches,
and long for wearing under pantaloons
and trousers. Variously made of knitted or
woven linen, cotton, wool or silk, these
followed shapes that had been developed in
previous centuries to accommodate the
fashionable styles of men's outer clothing.
Of course, not all men wore such garments;
those from lower classes often used their
shirt tails pulled between their legs for
protection and cleanliness. Changes in
production and the increase in commercial
manufacture resulted in innovations for
front fastenings, back openings, ribbing for
ankles and loops on the waistband for
braces to pass through.



Despite the prevalence of matching coats and trousers in sombre
hues, some fashionable gentlemen favoured patterned trousers.
Through much of the 1850s and into the 1860s, gentlemen could be
seen wearing striped or checked trousers, often in relatively
bright colors. With the invention of aniline dye in 1856, these
colors became even more vivid and—on occasion—rather garish.
The fall front had completely been replaced by the fly front and
the in-step strap disappeared. Increasingly though, plain black was
becoming more common. Breeches or pantaloons paired with tall
boots were still worn for riding or country pursuits.



The white cotton or linen shirt was still
standard with either a standing or
turned-over collar. Detachable collars
and cuffs became all the rage. It is likely
the men’s corset began to fade from use
with the more relaxed silhouette.

Vests were increasingly
dark-colored and
matched the coat.
However, colourful or
patterned silk vests were
still seen. It became
fashionable to leave the
bottom button undone.



Character boards and 
design process



Ophelia

pawn

Feminine

Entrapped

romantic



Ophelia – the play 



Ophelia – the play 



Ophelia – the play 



Ophelia – the play –
final design 



Ophelia – death



Ophelia – death –
final design 



Hamlet

handsome

manic

paranoid



Hamlet – The play



Hamlet – The play –
Final design 



Hamlet – The Graveyard



Hamlet – The Graveyard 
Final design 



Gertrude 

deceitful

mourning

aloof



Gertrude – The Play 



Gertrude – The Play –
Final Design  



Claudius

conniving

egotistical

cowardly



Claudius – The play 



Claudius – The play –
final design 



LAERTES
pretentious

Masculine

protective



LAERTES – The Graveyard 



LAERTES – The Graveyard –
final design



POLONIUS

Jester

Pompous

spineless



POLONIUS – the play 



POLONIUS – the play –
final design 



THE GHOST OF 
HAMLET’S FATHER

Plainly dressed

Worn down 

mysterious

taunting



THE GHOST OF HAMLET’S Father



THE GHOST OF HAMLET’S Father 
– Final design  



Technical Process 



UNDERGARMENTS WORKING DRAWINGS 



MAIN GARMENTS WORKING DRAWINGS 



THE FIRST GARMENT I NEEDED TO 
MAKE WAS THE CORSET AS IT 

AFFECTS ALL THE LAYERS THAT GO 
ON TOP. I ALTERED MY PATTERN 

FROM A JEAN HUNNIESETT BOOK. 

I MADE A MOCKUP OUT OF CALICO AND 
INSERTED BONING TO TRY ON MY MODEL. 

(FITTING ON 29-02-24, PHOTOS IN APPENDIX) 
ON MY FIRST ATTEMPT WITH TOO WIDE 

AND TOO LONG SO I ALTERED MY PATTERN 
ACCORDINGLY 



2ND FITTING 02-03-24
THE SIZE WAS BETTER 
ALTHOUGH THE BUST 
AND WAIST NEEDED 

TO BE LET OUT 
SLIGHTLY AND I 

RIPPED UP THE SEAMS 
ON THE HIP TO 
SMOOTH THE 

WARPING THAT  YOU 
CAN SEE HERE. 

HERE YOU CAN SEE 
THE COMPLETED 

CORSET,
THE FINISHED CORSET 
HAS A SPOON BUSK, 

EXTERNAL CONTRAST 
BONING CASES AND 
MATCHING BINDING 



THE CAGE CRINOLINE 
WAS THE MOST 
CHALLENGING 
UNDERGARMENT AS A 
LOT OF THE ADVICE I 
COULD FIND ABOUT 
THEIR CONSTRUCTION 
WAS QUITE VAGUE, I 
ALSO DID NOT HAVE 
THE TIME OR 
RESOURCES TO MAKE A 
MOCKUP TO TEST 
CONSTRUCTION 
METHODS AND SCALES. 
IN THE END, THE BEST 
RESOURCE I HAD WAS 
JEAN HUNNISETT’S 
BOOK. I ENDED UP 
DECIDING MY SIZEZS 
FOR EVERYTHING 
BASED ON RESEARCH, 
AND FROM THERE I 
MADE THE BAGS AND 
WAISTBAND. I DECIDED 
THE LENGTH OF THE 
TAPE BY HOLDING THE 
BAGS UP AROUND A 
MANNEQUIN SET TO MY 
MODEL’S HEIGHT. 



1ST FULL FITTING – 20/03/24
AT THE FITTING I WAS HAPPY 

WITH THE FIT OF ALL THE 
UNDERGARMENTS. NO 

ALTERATIONS TO BE MADE

THE PROCESS OF MAKING THE PETTICOAT 
WAS RELATIVELY STRAIGHTFORWARD. 

FROM THE HOOP I WAS ABLE TO 
CALCULATE THE SQUARE PANELS USED 

FOR THE SKIRT. I USED 6X GATHERS FOR 
BOTHE WAISTLINE AND FRILL  



Again, from Jean 
Hunnisett's book I learned 

that skirts from this 
period are cut from 

straight widths of fabric. 
I had to calculate the 

width by deciding what 
pleat measurements I 

wanted in the front and 
how much cartridge 

pleating I wanted in the 
back. I sampled cartridge 
pleating in taffeta to help 
me calculate how much it 

would take. 

For the fitting 
I made a half 

toile 



For the bodice, I used 
another Jean Hunnisett
pattern. `I patterned the 

ruched sleeve and 
attached that to one 

armhole while I 
attached just the inner 

sleeve to the other 
armhole to see the fit. I 
added boning to the 

bodice as well



1st Full Fitting - 20-03-24
I was happy with the 

skirt but it was slightly 
too big so I took a new 
measurement and 
planned to 
recalculate. 
The bodice, needed to 
be taken in and 
lengthened but most 
importantly the 
shoulder was not 
fitting correctly at 
all, the sleeves were 
dropping down. The 
puff of the sleeves 
could have been 
slightly bigger in 
proportion to the 
skirt and the gathers 
of them needed to be 
rearranged 



Once I 
purchased my 

fabric I decided 
to get started 
on my skirt as 

we were on 
easter break 

and I felt like I 
needed 

assistance to 
help with the 

repatterning of 
the bodice. I 

recalculated 
the pleats of 
the skirt and 

cut the panels. 
Once the skirt 

was pleated 
together I 

attached the 
knife pleats to 
the waistband 

by machine and 
the cartridge 
pleats by hand. 

This process 
scan be seen in 
more detail in 

my appendix  



I decided to make multiple options for 
the bodice to see what was working as I 

was tight on time. The first two are 
variations on a close-fitting block that I 

made, one has a lower shoulder point 

The third option was the original 
historical pattern with the shoulder 

point raised. I left all the shoulder seams 
open as I decided to pin it on in the 

fitting since I WASN’T SURE what angle 
would be best 



2nd Fitting – 10-04-24
The option that fit best on the shoulders was the 

closefitting block with the lower shoulder 
point. I took it in at the sides, princess seams and 

the Centre back. I made an updated working 
drawing to reflect the changes. 



After that, I was ready to move on to making the bodice from the final 
fabric I used two layers of taffeta and a layer of cotton. I also had to 
pattern a sleeve and repattern the ruched puffs. I wanted to increase 

their scale so I made the sleeve longer nad made the gathers x3 

3rd fitting – 15-04-24
Top puff to be lengthened slightly. Take out 
Centre. Side a princess seams taken in at the 

waistband 



After that, the adjustments needed were made. the sleeves were added and the chains were attached. More details on Finishings 
can be seen in my technical process notebook



Final images
















