THE TRUTH OF MASKS
A Note on Illusion
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The point, however, which I wish to emphasise is, not that Shake-
speare appreciated the value of lovely costumes in adding picturesque-
ness to poetry, but that he saw how important costume is as 2 means
of producing certain dramatic effects. Many of his plays, such as
Measure for Measure, Twelfth Night, The Two Genilemen of Verona, All's
Well that Ends Well, Cymbeline, and others, depend for their illusion on
the character of the various dresses worn by the hero or the heroine ;
the delightful scene in Henry the Sixih, on the modern miracles of
healing by faith, loses all its point unless Gloster is in black and scarlet §
and the dénoilment of the Merry Wives of Windsor hinges on the colour
of Anne Page’s gown. As for the uses Shakespeare makes of disguises
the instances are almost numberless. Posthumous hides his passion
under a peasant’s garb, and Edgar his pride beneath an idiot’s rags ;
Portia wears the apparel of a lawyer, and Rosalind is attired in “ all
points as a man ; ~ the cloak-bag of Pisanio changes Imogen to the
youth Fidele ; Jessica flees from her father’s house in boy’s dress, and
Julia ties up her yellow hair in fantastic love-knots, and dons hose and
doublet ; Henry the Eighth woos his lady as a shepherd, and Romeo
his as a pilgrim ; Prince Hal and Poins appear first as footpads in
buckram suits, and then in white aprons and leather jerkins as the
waiters in a tavern : and as for Falstaff, does he not come on as a
highwayman, as an old woman, as Herne the Hunter, and as the
clothes going to the laundry ? :

Nor are the examples of the employment of costume as a mode of
intensifying dramatic situation less numerous. After slaughter of
Duncan, Macbeth appears in his night-gown as if aroused from sleep ;
Timon ends in rags the play he had begun in splendour ; Richard
flatters the London citizens in a suit of mean and shabby armour, and
as soon zs he has stepped in blood to the throne, marches through the
streets in crown and George and Garter ; the climax of The Tempest
is reached when Prospero, throwing off his enchanter’s robes, sends
Ariel for his hat and rapier, and reveals himself as the great Italian
Duke ; the very Ghost in Hamlet changes his mystical apparel to produce
different effects; and as for Juliet, 2 modern playwright would
probably have laid her out in her shroud, and made the scene a scene
of horror merely, but Shakespeare arrays her in rich and gorgeous
raiment, whose loveliness makes the vault “a feasting presence full
of light,” turns the tomb into a bridal chamber, and gives the cue and
motive for Romeo’s speech of the triumph of Beauty over Death.

Even small details of dress, such as the colour of 2 major-domo’s
stockings, the pattern on a wife’s handkerchief, the sleeve of a young
soldier, and a fashionable woman’s bonnets, become in Shakespeare’s
hands points of actual dramatic importance, and by some of them the
action of the play in question is conditioned absolutely. Many other
dramatists have availed themselves of costume as a method of express-
ing directly to the audience the character of a person on his entrance,
though hardly so brilliantly as Shakespeare has done in the case of
the dandy Parolles, whose dress, by the way, only an archzologist can
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understand ; the fun of a master and servant exchanging coats jn
presence of the audience, of shipwrecked sailors squabbling over the
division of a lot of fine clothes, and of 2 tinker dressed up like a duke
while he is in his cups, may be regarded as part of that great career
which costume has always played in comedy from the time of Aristo.
phanes down to Mr. Gilbert 5 but nobody from the mere details of
apparel and adornment has ever drawn such irony of coutrast, such
immediate and tragic effect, such pity and such pathos, as Shakespeare
Fuuw&h Armed cap-3-ple, the dead King stalks on the battlements
of mwun..og.m because all is not right with Denmark 5 Shylock’s Jewish
gaberdine is part of the stigma under which that wounded and em-
bittered nature writhes; Arthur begging for his life can think of
no better plea than the handkerchief he bad given Hubert—

* Have you the heart ! when your head did but ache,
I knit my handkerchief about your brows,
(The best I had, a princess wrought it me)
And I did never ask it you again ;

and Orlando’s bloodstained napkin strikes the first sombre note in
that exquisite woodland idyll, and shows us the depth of feeling that
underlies Rosalind’s fancifil wit and wilful Jjesting.

¢ Last night *twas on my arm ; I kissed it ;
I hope it be not gone to tell my lord
That I kiss aught but he,”

says Imogen, jesting on the loss of the bracelet which was already on
its way to Rome to rob her of her hushand’s faith ; the little Prince
passing to the Tower plays with the dagger in his uncle’s girdle ;
Duncan sends a ring to Lady Macbeth on the night of his own murder,
and the ring of Portia turns the tragedy of the merchant into a wife's
comedy. The great rebel York dies with a paper crown on his head ;
Hamlet’s black suit is a kind of colour-motive in the piece, like the
mourning of the Chiméne in the Cid: and the climax of Antony’s
speech is the production of Casar’s cloak s

“ I remember
The first time ever Casar put it on.
‘T'was on a summer’s evening, in his tent,
The day he overcame the Nervii -
Look, in this place ran Cassius’ dagger through 3
See what 2 rent the envious Casca made :
Through this the well-beloved Brutus stabbed. . ., ,
Kind souls, what, weep you when you but behold
Our Casar’s vesture wounded ?

The flowers which Ophelia carries with her in her madness are ag
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 there is nothing in the whole of modern French realism, nothing even
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Constance’s

% Grief fills the place of my absent child, )
mﬂm.m out his Wmnwbm garments with his form ; *

and the quick sharp cry of Blizabeth—
“ Ah ! cut my lace asunder —"°
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MMM %M.Monw.ﬁwmn preceded it, and the delivery of such lines ag

“ What, is my beaver easier than it was m,..
And all my armour laid into my tent? -
Look that my staves be sound and not too heavy—

i i bering the
i ich had a double meaning for the audience, remem :
meuéeww%ﬁwwnrwﬁowﬁm.m mother called after him as he was marching

to Bosworth o=
 Therefore take with thee my most grievous curse,

Which in the day of battle tire thee more o
Than all the complete armour that thou wear’st.
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gives a hint to actors always to see .ﬁwm:ramwoénﬁ.mEdﬁowqﬁ_&o?
There is 2 dance of reapers in rye-straw hats, and of rustics in hairy
coats like satyss ; a masque of Amazons, a masque of Russians, and 2
classical masque ; several immortal scenes over a weaver in an ass’y
head, a riot over the colour of @ coat which it takes the Lord Mayor
of London to quell, and 2 scene between an infuriated husband and his
wife’s milliner about the slashing of a sleeve.

As for the metaphors Shakespeare draws from dress, and the
aphorisms he makes on it, his hits at the costume of his age, particularly
at the ridiculous size of the ladies’ bonnets, and the many descriptions
of the mundus muliebris, from the song of Autolycus in the Winter's Tale
down to the account of the Duchess of Milan’s gown in Muck Ado
About Nothing, they are far too numerous to quote ; though it may be
worth while to remind people that the whole of the Fhilosophy of
Clothes is to be found in Lear’s scene with Edgar—a passage which
has the advantage of brevity and style over the grotesque wisdom and
somewhat mouthing metaphysics of Sarfor Resarius. But I think that
from what I have already said it is quite clear that Shakespeare was
very much interested in costume. I do not mean in that shallow sense
by which it has been concluded from his knowledge of deeds and
daffodils that he was the Blackstone and Paxton of the Elizabethan
age ; but that he saw that costume could be made at once impressive
of 2 certain effect on the audience and expressive of certain types of
character, and is one of the essential factors of the means which a true
illusionist has at his disposal. Indeed to him the deformed figure of
Richard was of as much value as Juliet’s loveliness ; he sets the serge
of the radical beside the silks of the lord, and sees the stage effects to
be got from each ; he has as much delight in Caliban as he has in
Ariel, in rags 2s he has in cloth of gold, and recognises the artistic’
beauty of ugliness. : .

" The difficulty Ducis felt about translating Othells in consequence
of the importance given to such a vulgar thing a3 a handkerchief, and
his attempt to soften its grossness by making the Moor reiterate “ Le
bandeau ! ? le bandeau ! may be taken as an example of the differ-
ence between la tragédie philosophique and the drama of real life ; and
the introduction for the first time of the word mouchoir® at the Thédtre
Francais was an era in that romantic-realistic movement of which
Hugo is the father and M. Zola the enfant terrible, just as the classicism
of the earlier part of the century was emphasised by Talma’s refusal
to play Greek heroes any longer in a powdered periwig—one of the
many instances, by the way, of that desire for archzological accuracy
in dress which has distinguished the great actors of our age.

In criticising the importance given to money in La Comédie Humaine,
Théophile Gautier says that Balzac may claim to have invented a new
hero in fiction, le héros métallique. Of Shakespeare it may be said he
was the first to see the dramatic value of doublets, and that a climax
may depend on a crincline.

. * Woman’s world. ® The veil. 2 Hlandkerchief.
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contained, had the body conveyed away by night, and in secret buried,
Legend though it may be, yet the story is none the less valuable as
showing us the attitude of the Renaissance towards the antique world.
Archzology to them was not a mere science for the antiquarian ; it
was a means by which they could touch the dry dust of antiquity into
the very breath and beauty of life, and fill with the new wine of
romanticism forms that else had been old and outworn. From the
pulpit of Niccola Pisano down to Mantegna’s * Triumph of Cesar,”
and the service Cellini designed for King Francis, the influence of this
spirit can be traced ; nor was it confined merely to the immobile arts
Z-the arts of arrested movement—Dbut its influence was to be seen also
in'the great Greco-Roman masques which were the constant amuse-
ment of the gay courts of the time, and in the public pomps and
processions with which the citizens of big commercial towns were wont
to greet the princes that chanced to visit them ; pageants, by the way,
which were considered so important that large prints were made of
them and published—a fact which is a proof of the general interest at
the time in matters of such kind. .
And this-use of archzology in shows, so far from being a bit of
iggish pedantry, is in every way legitimate and beautiful. For the
stage is not merely the meeting-place of all the arts, but is also the
return of art to life. Sometimes in an archezological novel the use of
strange and obsolete terms seems to hide the reality beneath the learn-
ing, and I dare say that many of the readers of Notre Dame de Paris
have been much puzzled over the meaning of such expressions as
la casaque & mahoitres, les voulgiers, le gallimard taché &’encre, les caraquinters,*
and the like ; but with the stage how different it is! The ancient
" world wakes from its sleep, and history moves as a pageant before our
eyes, without obliging us to have recourse to a dictionary or an
encyclopedia for the perfection of our enjoyment. Indeed, there i
not the slightest necessity that the public should know the authorities
for the mounting of any piece. From such materials, for instance, as

the disk of Theodosius, materials with which the majority of people are
probably not very familiar, Mr. E. W. Godwin, one of the most artistic
spirits of this century in England, created the marvellous loveliness
of the first act of Claudian, and showed us the life of Byzantium in the
fourth century, not by a dreary lecture and a set of grimy casts, not
by a novel which requires a glossary to explain it, but by the visible
presentation before us of all the glory of that great town. And while
the costumes were true to the smallest points of colour and design,
yet the details were not assigned that abnormal importance which they
must necessarily be given in a piecemeal lecture, but were subordinated
to the rules of lofty composition and the unity of artistic effect. M.
Symonds, speaking of that great picture of Mantegna’s, now in
Hampton Court, says that the artist has converted an antiquarian
motive into a theme for melodies of line. The same could have been

% Tynic with padded sleeves, men with halberts, pen-hox stained with ink, sailors

of caracks.
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said with equal justice of Mr. Godwin’s scene. Only the foolish called
it pedantry, only those who would neither lock nor listen spoke of the
passion of the play being killed by its paint. It was in reality a scene
not merely perfect in its picturesqueness, but absolutely dramatic also,

getting rid of any necessity for tedious descriptions, and showing us,

attendants, the whole nature and life of the man

of philosophy he affected, down to what
turf,

And indeed archazology is only really delightful when transfised
into some form of art. I have no desire to underrate the services of
laborious scholars, but I feel that the use Kea
Dictionary is of far more value o us than Professor Max Miiller’s
treatment of the same mythology as a disease of language. Better
Endymion than any theory, however sound, or, as in the Ppresent instance,
unsound, of an epidemic among adjectives ! And who does not feel
that the chief glory of Piranesi’s book on Vases is that it gave Keats
the suggestion for his “ Ode on 2 Grecian Urn”?  Art, and art only,
can make archzology beautifil ; and the theatric art can uge it most
directly and most vividly, for it can combine in one exquisite presents.

tion the illusion of actual life with the wonder of the unreal
world. But the sixteenth century was not merely the age of Vitruvius;
it wasthe age of Vecellio also. Every nation seermns suddenly to have
become interested in the dress of its neighbours.  Europe began to
investigate its own clothes, and the amount of books published
on national costumes is quite extraordinary. At the beginning of the
century the Nuremberg Chronicle, with its two thousand illustrations,
reached its fifth edition, and before the century was over seventeen
editions were published of Munster’s Cosmography. Besides these two

ichael Colyns, of Hans Weigel,
, well illustrated,
some of the drawings in Vecellio being probably from the hand of
Titian,

Nor was it merely from hooks and treatises that
knowledge. The development of the habit of
increased commercial intercourse between countries, and the frequency
of . diplomatic missions, gave SVery nation many opportunities of
studying the various forms of contemporary dress. After the departure
from England, for instance, of the ambassadors from the Czar, the
Sultan and the Prince of Morocco, Henry the Eighth and hi
friends gave several masques in the strange attire of their visitors,
Later on London saw, perhaps too often, the sombre splendour of the
Spanish Court, and to Elizabeth came envoys from all lands, whose
dress, Shakespéare tells us, had an mmportant influence on English
costume, '

And the interest was not confined merely to classical dress, or the
dress of foreign pations ; there was also a good deal of research,
amongst theatrical people especially, into the ancient costume of

they acquired their
foreign travel, the

attired in real dresses of the time,
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aristocracy will not read Shakespeare as a poet, they should certainly
read him as a sort of early Peerage. There is hardly a single title in
the Upper House, with the exception, of course, of the uninteresting
titles assurned by the law lords, which does not appear in Shakespeare
along with many details of faraily history, creditable and discreditable.
Indeed, if it be really necessary that the School Board children should
imow about the Wars of the Roses, they could learn their lessons just
as well out of Shakespeare as out of shilling primers, and learn them,
1 need not say, far more pleasurably. Even in Shakespeare’s own day
this use of his plays was recognised. “ The historical plays teach
history to those who cannot read it in the chronicles,” says Heywood
in 2 tract about the stage, and yet I am sure that sixteenth-century
chronicles were much more delightful reading than nineteenth-century
primers are.

Of course the wsthetic value of Shakespeare’s plays does not, in
the slightest degree, depend on their facts, but on their Truth, and
Truth is independent of facts always, inventing or selecting them at
pleasure. But still Shakespeare’s use of facts is a most interesting part
of his method of work, and shows us his attitude towards the stage,
and his relations to the great art of illusion. Indeed he would have
been very much surprised at any one classing his plays with “ fairy
tales,” as Lord Lytton does; ‘for cne of his aims was to create for
England a national historical drama, which should deal with incidents
with which the public was well acquainted, and with heroes that lived
in the memory of a people. Patriotism, I need hardly say, is not a
necessary quality of art; but it means, for the artist, the substitution
of a universal for an individual feeling, and for the public the presenta-
tion of a work of art in a most atiractive and popular form. Itis”®
worth noticing that Shakespeare’s first and last successes were both
historical plays. . ’

It may be asked, what has this to do with Shakespeare’s attitude
towards costume? I answer that a dramatist who laid such siress on
historical accuracy of fact would have welcomed historical accuracy
of costume as & most important adjunct to his illusionist method. And
I have no hesitation in saying that he did so. The reference to helmets
of the period in the prologue to Henry the Fifth may be considered
fanciful, though Shakespeare must have often seen

“ The very casque
That did affright the air at Agincourt,”

where it still hangs in the dusky gloom of Westminster Abbey, along
with the saddle of that ““ imp of fame,” and the dinted shield with its
torn blue velvet lining and its tarnished lilies of gold; but the use of
military tabards in Henry the Sixik is a bit of pure archwology, as they
were not worn in the sixteenth century; and the King’s own tabard,
I may mention, was still suspended over his tomb in St. George’s -
Chapel, Windsor, in Shakespeare’s day. For, up to the time of the
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unfortunate triumph of the Philistines in 1645, the chapels ang
cathedrals of England were the great national museums of archaology,
and in them were kept the armour and attire of the heroes of English
history, A good deal was, of course, preserved in the Tower, and evep
in Elizabeth’s day tourists were brought there i
relics of the past ag Charles Brandon’s huge lance, which is still, T
believe, the admiration of our country visitors; but the cathedrals angd
churcheg WEre, 23 a rule, selected as the most suitable shrines for the
reception of the historie antiquities, Canterbury can sil show us the
helm of the Black Prince, Westminster the robes of our kings, and i
old St. Paul’s the very banner that had waved on Bosworth fielg Was
hung up by Richmond himself, :
In fact, everywhere that Shakespeare turned in Lo

the apparel ang appurtenances of past 28¢s, and it is impossible o
doubt ‘that he made use of hjs opportunities, The employment of

wmbﬁ.w and shield, for instance, in actual warfare, which is so frequent
in his plays, is drawn from archzology, and not from the mij;

accoutrements of hig day; and hig general use of armour in battle
i en it was rapidly dis.

ndon, he say

Was not a characteristic of his age, a time wh

appearing before firearms, igain, the crest op Warwick’s helme, of

_ > 83 he tells us in
Henry the Eighih, was borrowed from France. For the historica] plays,
then, we may be sure that archzology was employed, and as for the
others I feel certain that it was the case also, The appearance of
Jupiter on his eagle, thunderbolt in band, of Juno with her peacocks,
and of Iris with hep many-coloured bow; the Amazon m

the masque of the Five Worthies, may all be regarded ag archs

. X ing an ancient matron *—
i clearly so. Of the Athenian dress ** ww\SE

guished from Oberon I have already spoken ; but one
marked instances js m the case of the dress o Qo&oumszmu for which

crowned, and of the curious kind of dress in which, according tg

ci » he had to canvass his electors; apg on both of these
pownts he enters into long disquisitions, Fﬁﬁﬁmﬂ.ﬁ@ the origin and
meaning of the old customs, Shakespeare, in the spirit of the true artist,

amatic
and picturesque effects: indeed, the gown of humility, the * wolvish
gown,” ag Shakespeare calis it, is the centra] note of the play, . There

are other cases I "migh quote, but this one js quite sufficient for my
Purpose; and it is evident from it at any rate that, in mounting
in the accurate costume of the time, according to the best

We are carrying oug Shakespeare’s own wishes and method
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For we can still discern on the King’s robe his favourite badge—
the sun issuing from a cloud. In fact, in every age the social con-
ditions are so exemplified in costume, that to produce a sixteenth-

century play in fourteenth-century attire, or zice verse, would make the
performance seem unreal because untrue. And, valuable as beauty

of effect on the stage is, the highest beauty is not merely comparable

with absolute accuracy of detail, but really dependent onit. To invent
an entirely new costume is almost impossible except in burlesque or
extravaganza, and as for combining the dress of different centuries
into one, the experiment would be dangerous, and Shakespeare’s
opinion of the artistic value of such a medley may be gathered from
his incessant satire of the Elizabethan dandies for imagining that they
were well dressed because they got their doublets in Italy, their hats
in Germany, and their hose in France. And it should be noted that
the most lovely scenes that have been produced on our stage have
been those that have been characterised by perfect accuracy, such as
Mr. and Mrs. Bancroft’s eighteenth-century revivals at the Haymarket,
Mr. Irving’s superb production of Muck Ado About Nothing and Mr.
Barrett’s Claudian. Besides, and this is perhaps the most complete
answer to Lord Lytton’s theory, it must be remembered that neither
in costume nor in dialogue is beauty the dramatist’s primary aim ab
all, The true dramatist aims first at what is characteristic, and no
more desires that all his personages should be beautifully attired than
he desires that they should all have beautiful natures or speak beautiful
English. The true dramatist, in fact, shows us life under the condi-
tions of art, not art in the form of life. The Greek dress was the
loveliest dress the world has ever seen, and the English dress of the
last century one of the most monstrous; ' yet we cannot costume-a
play by Sheridan as'we would costume a play by Sophokles. For,
as Polonius says in his excellent lecture, a lecture to which I am glad
to have the opportunity of expressing my obligations, one of the
first qualities of apparel is its expressiveness. And the affected style

@

.

of dress in the last century was the natural characteristic of a society
of affected meanners and affected conversation—a characteristic
which the realistic dramatist will highly value down to the smallest
detail of accuracy, and the materials for which he can get only from -
archzology.

But it is not enough that a dress should be accurate; it must also be
appropriate to the stature and appearance of the actor and to his
supposed condition, as well as to his necessary action in the play. In
Mor. Hare’s production of As You Like It at the St. James’s Theatre, for
instance, the whole point of Orlando’s complaint that he is broughs
up like a peasant, and not like a gentleman, was spoiled by the gorgeous-
ness of his dress, and the splendid apparel worn by the banished Duke
and his friends was quite out of place. Mr. Lewis Wingfield’s explana-
tion that the sumptuary laws of the period necessitated their doing so,
is, I am afraid, hardly sufficient. Outlaws, lurking in a forest and
living by the chase, are not very likely to care much about ordinances
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of dress. They were probably attired like Robin Hood’s men, o whom,
indeed, they are compared in the course of the play. And that their
dress was not that of wealthy noblemen may be seen by Orlando’s
words when he breaks in upon them. He mistakes them for robbers,

terms,  Lady Archibald Campbell’s production, under Mr, E. W,
Godwin’s direction, of the same play in Coombe Wood was, as regards
mounting, far more artistic. At least it seemed so to me. The Duke
and his. companions were dressed in serge tunics, leathern jerkins,
high boots and gauntlets, and wore bycocket hats and hoods. And ag
they were playing in a real forest, they found, ¥ am sure, their dregses
extremely convenient. To every character in the play was given a
perfectly appropriate attire, and the brown and green of their costumes
harmonised exquisitely with the ferns through which they wandered,
the trees beneath which they lay, and the lovely English landscape that
surrounded the Pastoral Players. The perfect naturalness of the scene
was due to the absolute accuracy and appropriateness of everything
that was worn. Nor could archzology have been put to a severer test,
or come out of it more triumphantly, The whole production showed
once for all that, unless a dress is archaologically correct, and artistically
appropriate, it always looks unreal, unnatural, and theatrical in the
sense of artificial.
Nor, again, is it enough that there should be accurate and 2pPpro-
priate costumes of beautiful colours 5 there must be also beauty of
colour on the stage as a whole, and as long as the background is
painted by one artist, and the foreground figures independently
designed by another, there is the danger of a want of harmony in
the scene as a picture. For each scene the colour-scheme should be
settled as absolutely as for the decoration of a room, and the textures
which it is proposed to use should be mixed and re-mixed in every
possible combination, and what is discordant removed. Then, as
regards the particular kinds of colours, the stage is often too glaring,
partly through the excessive use of hot, violent reds, and partly through
the costumes looking too new. Shabbiness, which in modern life is
merely the tendency of the lower orders towards tone, is not without
its artistic value, and modern colours are often much improved by
being a little faded. Blue also is too frequently used: it is not merely
a dangerous colour to wear by gaslight, but it is really difficult in
England to get a thoroughly good blue. The fine Chinese blue,
which we all so much admire, takes two years to dye, and the English
public will not wait so long for a colour. Peacock blue, of course,
bas been employed on the stage, notably at the Lyceum, with great
advantage; but all attempts at a good light blue, or good dark blue,
which I have seen have been failures, The value of black is hardly
appreciated; it was used effectively by Mr. Irving in Hamlet as the
central note of a composition, but as & tone-giving neutral its im-
portance is not recognised. And this is curious, considering the
general colour of the dress of & century in which, as Baudelaire says,
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actors that there is a form of gesture and movement that is not merely
appropriate to each style of dress, but really conditioned by it. The
extravagant use of the arms in the eighteenth century, for instance,
was the necessary result of the large hoop, and the solemn dignity of
Burleigh owed as much to his ruff as to his reason. Besides, until an
actor is at home in his dress, he is not at home in his part.
Of the value of beautiful costume in creating an artistic tempera-
ment in the audience, and producing that Jjoy in beauty for beauty’s
-sake, without which the great masterpieces of art can never be under.
stood, I will not here speak; though it is worth while to notice how
Shakespeare appreciated that side of the question in the production
of his tragedies, acting them always by artificial light, and in a theatre
hung with black; butwhat I have tried to point out is that arch=ology
is not a pedantic method, but a method of artistic illusion, and that
costume 1s-a.means of displaying character without description, and
of producing dramatic situations and dramatic effects. And I think
it is a pity that'so many critics should have set themselves to attack
one of the most important movements on the modern stage before
that movement has at all reached its proper perfection. That it will
do so, however, I feel as certain as that we shall require from our
dramatic critics in the future higher qualifications than that they can
remember Macready or have seen Benjamin Webster; we shall
require of them, indeed, that they cultivate a sense of beauty. Pour
étre plus difficile, la tdche n'en est que plus glorieuse.r And if they will not
encourage, at least they must not oppose, a movement of which
Shakespeare of all dramatists would have most approved, for it has
the illusion of truth for its method, and the illusion of beauty for its
result. Not that I agree with everything that I have said in this
essay. There is much with which I entirely disagree. The essay
simply represeats an artistic standpoint, and in zsthetic criticism
attitude is everything. For in art there is no such thing as a universal
truth. A Truth in art is that whose contradictory is also true. And
just as it is only in art-criticism, and through it, that we can apprehend
the Platonic theory of ideas, so it is only in art-criticism, and through
it, that we can realise Hegel’s system of contraries, The truths of
metaphysics are the truths of masks.

* Because it is more difficult, the task is only more glorious for that.

THE SOUL OF MAN UNDER SOCIALISM

., blishment of
i tage that would result from the esta i,
. mﬁnmw_wwwnwm“\mw&msg&g the fact mvwwmmOnanma ém._w_% MMWMMM
that sordid necessity of living for others which,
38”“ M,Mﬂwmow of things, presses so hardly upon almost everybody.
one at all escapes. )
ws ﬁmﬁwﬂmﬂwﬁw aWH the course of the century, 2 great man of Wﬂmﬁwmw
like Darwin ;. a mumm.a poet like Keats ; a fine critical spirit ki nw .
%amb. a mﬁuﬁam artist like Flaubert, has been able ﬁoM. mw ate
E.Mwwm%» to keep himself out of reach of the QEW%E% o_ﬂwmwm Ms %ﬁmoaww
d, “ under the shelter of mww.Smm.u: as Plato puis it,
Mmmﬂmoﬁxwﬁ Mwwmwomom of S&.wm was &umw b%w ﬁmommwaowdﬁ_m ﬁwwﬁ@m%wwo
i i ble and las )
o ven, ane cabept Th jority of people spoil their
tions. e majority of peop ;
MWM W%WMH, MM”MMM%MW% exaggerated altruism—are forced, indeed,

g0 to spoil them. They find themselves surrounded by hideous poverty,

i i is inevitable that they
i liness, by hideous starvation. It is inevita ;
wﬁoﬁmﬂ“%%am;\ muo.W& by all this. The emotions of .BWM mMM MMM%M
more quickly than man’s waﬁlwmgmmm %bm%nwmw wmommwm mEznw some
) i rticle on the function of critcism,
WMMM w% owwwwﬁwwpﬁm9< with mﬁ@.ﬂ.mnmmﬁwwmnvwn is hmcwwqﬁnﬁﬂwwm
i ht. Accordingly, with admirable,
g e v ol s vy eminly o e
f edying the evil a y see. 1 i
MM w@ﬁ MH.W %@Mmpﬂgﬁ mrgmsnw&% prolongit. Indeed, theirremedies
are part of the disease. for instance, by keeping
oblem of poverty, for i X i
the W.WMW MMWMM mmwwmwm%mwmw ofa .e.W.% mn?msomm. school, by amusing
e %MM ﬁmﬁw is not a solution ; it is an aggravation of mam mmmwwﬂ_ﬁww
The proper aim is fo @y and reconstruct society on suc ﬂ a o
.o<%€.§m be impossible. And the altruistic virtues ﬂwwMo“.‘ 2l nw
@mggﬁm& the carrying out of this aim. Just as the worst M Nnv owners
.ﬂ&% those who were kind to their slaves, and so prevente Mﬂ:aa?
of the system being realised by those who suffered m.oE. ww Wsom inder
stood by those who contemplated it, so, In the E.mmnsﬁ.m_m o mw
in England, the people who do most harm are aﬁp wnmv M nmzswo Mm\ﬁo
do most momm ; and at last sﬁ%wed rmﬂw &»memmmwmownw&n”y n who have
studi lem and know the : ¢
m.nmmwﬂwmmh%wo%%wﬁwwmﬂﬂ forward and imploring the nonﬂbﬁd:wmwﬁo
”an.wwu its altruistic impulses of nwmmmao thQMMMMnMM&NMo mwo _W. o %
the ground that such charity Gegr: ;
WWMW MM%M%WQ? mewﬂ OUN%QHQ..mﬁﬁom moﬂ%»“ﬁmmm MM MMM.W property
i i id. It is imm
There is also this to be sal e



