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far-reaching consequences, in the history
of the drama.

Going back to Hall's description of the
first English masque?that of Epiphany,
1512?we notice that he remarks as Its dis-
tinctive feature an Italian custom with
which, up to that time, the English Court
was unfamiliar. The masquers invited the
ladies to dance, and the dancers enter-
tained each other with conversation, the
interest of which depended largely on the
fact or supposition that the identity of the
masquers was unkaown. Shakespeare
gives us the best example that has sur-
vived of this fashion of sprightly talk in
the masquing scene of " Much Ado About
Nothing," (IJ., i.) Even the gentle Hero
replies saucily to Don Pedro under the
benefit of his disguise, and the interchange
of compliments between Benedick and Bea-
trice is, of course, the liveliest of all. Bal-
thasar and Margaret, Antonio and Ursula,
give us the standard wit and chaff usual
on* such occasions, and the conversation
between these two couples may therefore
be quoted:

Balth. Well, I would you did like me.Mara. So would not I, for your own sake:for I have many 111 qualities.Balth. Which Is one?Mara. I say my prayers aloud.Balth. I love you the better; the hearersmay cry Amen.Mara. God match me with a good dancer!Balth. Amen.Marg. And God keep him out of my sightwhen the dance is done! Answer, clerk.Balth. No more words: the clerk is an-swered.Ura. I know you well enough; you areSignior Antonio.Ant. At a word, I am not.
Ura. I know you by the waggling of yourhead.Ant. To tell you true, I counterfeit him.Ura. You could never do him so 111-well,

unless you wete the very man. Here's hisdry hand up and down: you are he. youare he.Ant. At a word, J am not.Ura. Come, come; do you think I do notknow you by your excellent wit? Can virtuehide itself? Go to, mum, you are he: graceswill appear, and there's an end.
In "Romeo and Juliet" (1., v.) the con-versation of the two lovers, then meeting

for the first time through the opportunity
afforded by the masquing convention, is
affected (it Is in sonnet form) by the lyri-
cal note of the play, and takes on a some-
what more serious character (though it is
still light in tone) from the fate that from
the first overshadows them. Incidentally,
in the Interchange of kisses between two
young people who are supposed to be un-
known to each other, it shows how theItalian convention of the masque had been
modified by English custom. The English
practice of kissing the ladles Was the de-light and astonishment of foreign visitors
for over a century. Erasmus discourses
upon it with rapture, and the Spanish Am-bassador in 1004 kissed " upwards of twen-
ty maids of honor " who were drawn up ina line to receive him when he paid his re-
spects to the Queen. The French and Ital-ians recognized kissing as a special feature
of c ertain special dances, which were scan-
dalously popular on that account, but Itwas only in England that the salute on theHps was the established convention for all
dances, as well as for greetings and fare-
wells. In " Henry VIII."?a play In which
Fletcher is now held to have collaborated
with Shakespeare?the King, who is among
the masquers at Cardinal Wolsey's ban-
quet, chooses Anne Bullen as his partner,and after dancing with her, takes off his
mask to say:

Sweetheart,
I were unmannerly, to take you out,And not to kiss you.

This is not a mere excuse on the King's
part, for an Elizabethan Puritan, inveigh-
ing against the frivolous practices of thetime, says with bitter irony: "When t,heminstrels do make a sign to stint, then, ifthou do not kiss her that thou leading by
the hand didst dance withal, then thou
shalt be taken for a rustical, and as one
without any good manners and nurture."

The disguises in these earlier masques,
though doubtless often gorgeous enough,
seldom depended upon any elaborate de-vice such as became the rule under King
James. In "Henry VIIJ," the King andhis fellow-masquers are " habited likeshepherds," and are introduced as " a nobletroop of strangers," (1. e., foreigners,) whocan " speak no English." In the masque in
" Romeo and Juliet" all pretense of anallegorical device is discarded. Benvoliosays;
The date Is out of suoh prolixity:We'll have no Cupid hood-wink'd with a'scarf.

AS a Court entertainment, consisting
mainly of dances in costume, the
masque was largely dependent on
the taste and open-handedness of

the reigning sovereign. The austere
Henry VII. gave little encouragement to
such frivolities. Bacon says of him: "In
triumphs of jousts and tourneys and balls
and masques (which they then called dis-
guises) he was rather a princely and gentle
spectator than seemed much to be de-
lighted." It was, characteristically enough,
under the pleasure-loving Henry VIII.
that the masque, with its distinctive con-
ventions, was established as an English
institution, and its introduction from Italy
in 1512 was thought important enough to
be recorded by the chronicler Hall, whose
description of the occasion is of sufficient
interest and significance to be here quoted:

" On the day of the Epiphany at night,
the King with eleven others were disguised,
after the manner of Italy called a masque,
a thing not seen before in England. They
were appareled in garments long and
broad, wrought all with gold, with visors
and caps of gold. And after the banquet
done, these masquers came in, with six
gentlemen disguised in silk bearing staff
torches, and desired the ladies to dance.
Some were content, and some that knew
the fashion of it refused, because it was not
a thing commonly seen. And after they
danced and communed together, as the
fashion of the masque is. they took their
leave and departed, and so did the Queen
and all the ladies."

Henry VIII. had abundant opportunity
for indulginghis inclination for masquing
at the Field of the Cloth of Gold with the
Queen of France and her ladies in 1520,
and on other occasions nearer home, but
the masque during his reign remained a
dancing show devoid of literary and dra-
matic features; and it made no progress
in this direction during the troubled times
of Edward VI. and Queen Mary. Elisabeth
was eager for entertainments of all kinds
for which other people paid, but she was
too parsimonious to spend much on them
herself. We find introductory dialogue and
a semblance of dramatic construction in
two Elizabethan masques which have come
down to us?one devised for the right hon-
orable Lord Montacute and preserved
among the published works of its author,
George Gascolgne, and the other " The
Masque of Proteus," presented at Court
by the Gentlemen of Gray's Inn on March
3, 1595; but it was not until James I. came
to the throne in 1603 that the masque
really flourished and took on those feat-
ures of literary charm and scenic magnifi-

cence with which it Is now most commonly
associated. The King and Queen plunged
into a round of masques at the Christmas
celebrations following their accession, and
during their reign the Court became " a
continued masquerado, where the Queen
and her ladies, like so many sea-nymphs
or nereids, appeared often in variousdresses, to the ravishment of the behold-
ers; the King himself being not a little de-
lighted with such fluent elegances as madethe nights more glorious than the day."

The lavish expenditure on these Court
entertainments and the appearance of theQueen in them provoked hostile comment
from the staider part of the English people
at the time, and contributed no little to
bringing about the Puritan Revolution inthe following reign; but this is aside from
our present purpose. The point to be noted
is that the development of the literary andscenic features of the masque was not ac-
complished until Shakespeare's dramatic
career was nearing its close; his retire-
ment to Stratford is placed about 1009,
and the first fully developed masque, Ben
Jonson's " Masque of Queens," was per-
formed in the same year. Although
Shakespeare's latest dramas, as we shall
see, come under the prevailing Influence ofthe Court entertainments, he does not' give
us in his plays any example of the elabo-rate Jacobean masque, such as may be
found in the dramas of his later contempo-
raries. There are references to masquing
in his plays and examples of the earlierElizabethan masque, but it is always the
simpler form that he presents, as weshould expect to be the case from the facts
Just recited. His treatment of the masque
Is not the less interesting on this account,
for it illustrates In a striking fashion the
growth of a simple improvised Court en-
tertainment into an elaborate and carefully
prepared spectacle, which in its later
phases enlisted the services of some of the
foremost literary men of the time, and
made for itself a significant place, with
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mark upon the different manner In which
Shakespeare has treated the priestly char-acter. as compared with other writers. InBeaumont and Fletcher priests are repre-
sented as a vulgar mockery, and, as Inothers of their dramatic personages, theerrors of a few are mistaken for the de-meanor of the many: but in Shakespearethey always carry with them our love andlespect. He made no injurious abstracts:he took no copies from the worst parts ofour nature; and. like the rest, his char-acters of priests are truly drawn from thegeneral body.
It may strike some as singular thatthroughout all his productionshe has neverIntroduced the passion of avarice. Thetruth Is that It belongs only to particu-lar parts of our nature, and Is prevalent

only In particular states of society; hencet could not, and cannot, be permanent.The miser of Moltere and Plautus is nowlooked upon as a species of madman, andavarice as a species of madness. Elwes,of whom everybody has heard, was an in-dividual Influenced by an insane condi-tion or mind; but, as a passion, avarice~f d' saPPeared. How admirably, then,did Shakespeare foresee that if he drew\u25a0uch a character It could not be permanent:There Is not one of the plays of Shake-speare that Is built upon anything but thebest and surest foundation; the charac.ters must be permanent?permanent whilemen continue men?because they standupon what is absolutely necessary to ourexistence. This cannot be said even of?ome of the most famous authors of an-tiquity. Take the capital tragedies of Ores-tes, or of the husband of Jocasta; great aswas the genius of the writers, thesedramas have an obvious fault, and the fault«£s at the very root of the action. Inus-dipus a man Is represented oppressed byfate for a crime of which he was not mor-ally guilty; and while we read we areobliged to say to ourselves that In thosedays they considered actions without refer-ence to the real guilt of the persons

Bearing a Tartar's painted bow of lath.
Scaring the ladies like a crow-keeper;
Nor no without-book prologue, faintly spoke
After the prompter, for our entrai ce;
But, let them measure us by what they will.
We'll measure them a measure, ani be gone.

In " Love's Labour's Lost." Moth, the
page, acts as prologue for the masquers,
and forgets his lines when the ladies mali-
ciously turn their backs to him; and in
this scene Shakespeare travesties the
masque conventions by a reversal of the
ordinary situation?the ladles, themselves
masked, refuse to dance and by an ex-change of favors conceal their identity
from the masquers, whom they easily rec-
ognize. In " The Merchant of Venice"Lorenzo and Jessica use their disguises toelope in, though the masque which has
been improvised?only two hours being
left for preparation?is abandoned for lack
of time; Jessica acts as Lorenzo's torch-
bearer, a conventional though subordinate
figure In the masque, which was almost in-
variably an evening entertainment. Oddly
enough, the most complete example of the
Elizabethan masque Shakespeare has given
us is in " Timon of Athens." Cuoid, the fa-vorite spokesman on such occasions, ap-
pearing as prologue in half a dozen lines of
formal compliment. Shakespeare has. ofcourse, no compunctions about such a mild
anachronism as the Introduction of
masques into ancient Athens. Theseus
talks about masques in " A MidsummerNight's Dream," but the entertainmentchosen by him is the interlude of Bottom
and his companions?a very different kind
of amusement, though still characteristi-cally English and Elizabethan in ludicrous
contrast with its classical setting.

In the early masques, which were, by
convention at any rate, " surprise " enter-tainments, the music was naturally simple.
In " Henry VIII." the arrival of themasquers Is heralded by " drum and trum-pet," In " Love's Labour's Lost" by sound
of trumpet only. In M Much Ado AboutNothing" the masquers " enter with adrum," and in ?' The Merchant of Venice "
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Shylock's reference in connection with
masques to

the drum
And the vile squeaking of the wry-necked

fife,

indicates that these were the instrumentsby which the masquers were usually ac-
companied on their way through the
streets, though additional music was doubt-
less provided by the waiting host, who was
really responsible for the entertainment.

Dancing was the main feature of the
masque in all the stages of its develop-
ment. The earlier masque was a dance incostume, and little more than that; eyen
after the setting of dialogue, song, and
scenic devices became elaborately magnifi-
cent and expensive, dancing still remained
its most prominent feature. Sir Andrew
Aguecheek, in " Twelfth Night," after as-
suring Sir Toby Belch of his "delight inmasques and revels," exhibits his compe-
tence in such " kickshawses " by " caper-

ing " as high as he can, while Sir Toby
looks on and applauds. Muscular strength
and good wind were needed for these dis-
plays, as well as agility, for the dancing
was often of a very vigorous character.
This is amusingly illustrated by Orazlo
Busino's account of the performance of
Ben Jonson's masque, "Pleasure .Reconciled
to Virtue," before James I. in i6lB. The
King was bored, and the masquers, after
dancing " every kind of dance," tired and
began to flag. Whereupon the King, who
is naturally choleric, got impatient, and
shouted aloud, ' Why don't they dance?
What did you make me come here for?
Devil take you all, dance! ' On hearing
this, the Marquis of Buckingham, his Maj-
esty's most favorite minion, immediately
sprang forward, cutting a score of lof,ty
and very minute capers with so much
grace and agility that he not only appeased
the ire of his angry sovereign, but, more-
over, rendered himself the admiration and
delight of everybody. The other masquers,


