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MASKS,ATHEATRICALTRADITION

INTHECOMMEDIADELL'ARTE

ByDianeCammarata

Theuseofthemaskestablishesthatthisisauthentictheatreandno

pedestrianreproductionoftruelife.Themaskhelpstocreateasurreal-

isticstyle,tofacilitatethejourneyintofantasy,cancelingtherealityof

thepresentforthebenefitofamorevastreality.

NonusdePanopulis

fifthcenturyBC

Itisthepurposeofthispapertoexaminebrieflytheessenceofthe

fancifulmasksofthecommediadell'arteofRenaissanceItaly,andtheir

importancetodramaticliterature.1 Masksinmoderntheatrehavelong

carriedthestigmaofacuriousavant'gardetriptoafantasyworld.

Wh ileperformingacrossEuropeandotherpartsoftheworldfrom1550

to1750,frequentlyonimprovisedstagesandwithnodramatictextsas

such,maskedcommediatroupesattractedvastaudiencescomposedofall

socialclasses.Centuriespassed.Suddenly,inthe1910'S,avant'garde

directorslikeVsevoldMeyerhold,NikolaiEvreinov,MaxReinhardt,

JacquesCopeauandGorgonCraig,discoveredanewthecomicwhimsyof

thecommediadell'arte.However,itsprimaryappealtotheavant'garde

directorswastheattractionofthecommediatoallsocialclasses.

1MyappreciationisextendedtoMichaelCarrforadviceandcriticismin
developingthispaper.
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Eventuallythisappealspreadtootherartformsinthetwentiethcentury

whereitbecameastudiedbasisforworksbyStravinsky,Cocteau,

Picassoandotherartistsoutsidetheworldoftheatre.

Theactualoriginsofthecommediaareobscure.LiketheNob

theatreofJapan,performancetechniquesdevelopedbythecommedia

actorswerepasseddownthroughgenerationsoftroupes,manyofthese

familial,andretainedasprofessionalsecrets.UnliketheNob,treatises

onthecommedia,suchasthoserecordedbythegreatZeami,donotexist.

Muchoriginalcommediascholarshipisnothistoricallyaccurate;itsbasis

isliterary,documentaryandiconographicrecords.Currently,doubts

havebeenraisedinacademiccirclesbyLauraRichardsandKenneth

Richardswhohavetranslatedmostoftheextantkeysourcedocuments,

eventothe"popular"natureaccordedthecommedia.Thedifficultyin

studyingthisartform arisesfromthefactthatitisprimarilyanoral

tradition,certainlynotthecreationofwritersnoronethatwasaccurately

recordedbyhistoriansorscholars.Studiesthatappearedinlaterdec-

adesfelttheimpressoftheirauthors.

Inthe1960S,whenthecommediawasonceagainrevivedbythe

"newtheatre,"mostoftheknowledgeaboutthistraditioncamefrom

bookswrittenbypractitionersandscholarsofthe1900'S,theavant'garde

corps.Thesestudiesaresomeofthemostdetailedworkscreatedonany

oneschoolofacting.2

Theliteralnotionofmaskoffersachallengetolanguage.It

2SeeWinifredSmith,TheCommediadell'Arte(NewYork,1912),Constant
Mic,TheCommediadell'Ayle(Petrograd,1914),PierreL.Duchartre,The
ZtalianComedy(New York,1966),AllardyceNicoll,Masks,Mimes,and
Miracles(London,1931).
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radicallyalterstheface,thatpartofthebodywhichtheaudiencerelies

uponmostforunderstanding.Becauseofthefixednatureofcommedia

masks,playerswerealsogovernedbycertainconventions,likegestures

andstances,whichwereassociatedspecificallywitheachrole.Sincethe

individualityandexpressiveemotionsoftheactors'faceswereconcealed

byexaggerateddisguise,emotionwasnotshowninthefacebutin

gestureswhichwereover-emphasizedtoensurelucidcommunication.

Theverystylizednatureofthecommediaissupportedbythefactthatall

ofthemajorcharacters,withtheexceptionoftheLovers,woreidentify-

ingfacemaskswhichlook,tothemoderneye,rathergrotesque.These

maskssurvivetodayintheVeniceCarnivaleandothercelebrations.

Thestockcharactersofthecommedia,theMasksofthemiserly

father,theput-uponservant,thepedanticscholar,thriveinpopular

comedy.Molierereliedonthem.Later,modernplaywrightslikeGeor一

geBernardShawandSeanO'Caseyalsoengagedthesecharacters.One

ofthegreatestsourcesofcomedy'senergyrestsinthedelightstock

charactershavealwaysheldforaudiences.Televisionsituationcom-

ediesarecreatedaroundthem.Thecodifiedblendofformalism and

spontaneityintheItaliantheatreliveson,Solongaspopularcomedians

continuetoplytheoldcommedicformulatocreatelaughter.

Incommonwiththetraditionitself,itisproblematictoascertain

thesourceandpurposeforthecreationofmasksintheItaliangenre.

Someanthropologistsandscholarsofferthetheorythatmasks,usedasa

coverlngtOdisguiseorornamenttheface,returntoancientclassical

origins3 whenactorsworemasksthatnotonlycoveredtheface,but

3JohnRudlin,inCommediadell'Ayie,AnActor'sHandbook,makesacasefor
theprimordialuseofmasksbyreferrlngtOpaintingsonthewallsofcaves
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Completelyengulfedtheheadandrestedontheshoulders.Suchmassive

creationsmettherequirementsofhugeGreekandRomantheatreswhere

theactors'faceswereotherwiseindistincttoanaudience.Modern

actorsdiscovereddisadvantagestousingfullheadmasksoutsidethe

ancientamphitheaters.Theseeithermufflethevoicesoractasecho

chambers,bothofwhichaffecttheaudienceunpleasantly.Further,

coveringtheentireheadinthisfashiongivesthesemblanceofaninani一

mateobjectatopamovlngbody.Likemoderntheorists,maskmaker

DonatoSartoriandarchitectPaolaPiizziseethemaskasacomplex

elementbelongingtothehistoricalworldofsocialcommunications.

Rudlinandotherscholarsindicatethattheimpulsetoplaywith

masksinordertochangeaperson'saspect,isnotsimplychild'splay.

Drawingsonthewallsofancientcavesdepicthuntersinvariousformsof

facialdisguise.Beyondthisplayingarevariousaspectswhichreflectthe

socialforceofthemaskadvancingpastanhistoricalandculturalreflec-

tion toward new notionsofaesthetics,psychology and sociology.

Becausethemaskfunctionsontwodifferentlevels,bothasatextual

metaphorandasastagedevice,itisessentialtodramaticliteratureand

totheatricalpractisealike.

InthetheatersofRenaissanceltaly,themasksofferedescapist

fantasytothediversepopulaceinattendance.Thecountryhadbeen

politicallydividedforalongtime.Someltalianstateshadendured

inthePyrenees.Oneofthesedepictsamaninthedisguiseofagoat.He
wearsamaskwithhornsandbeard,andwearsagoat'sskinoverhisback.
Rudlinsaysthat:"Theriteofdressingupinanimalskinsislinkedtothe
cultureofalmosteveryraceonearth."Thisstatementbecomesmore
meaningfulwhenitisunderstoodthattheoriginalcommediamasks,aswell
aslaterreproductions,weremoldedofleather.
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invasionsfrom othercountries.Eachstatespokeinvaryingdialects.

Povertywasrampant.Lifewasdepressing.Consequentlyitwasre-

assuringtoknowthat,onstageatleast,servantsinfifteenthcenturyltaly

wouldnotrevoltagainstthetyrannyofmasters.

ItwastopleasetheiraudiencesthatItalianperformersrevivedthe

ancientuseoffacemaskstoheightendramaticeffects,anddevelopedthe

halfmaskssolongassociatedwiththecommediadell'arte.Therewere

differentmasksforcomicandserio-comicactors,butbothkindswere

grotesque.Theyemphasizedanuglywart,anoutsizednose,bulging

eyes,afantasticskillcolor,andanopenmouth.Generally,themore

comictherole,thegreaterextantofthefacewascovered.Themasks

leftthemouthfreeconcealingonlythenoseorpartofthecheeks,orboth.

Masksofthisnaturegivefreedomtothevoice,anecessityintheitalian

theatrewheredialogue,becauseitwasrarelytextualized,wasofprime

importance.

Traditionallythemaskswerefashionedofleatherbyartisans,and

pockedlikethesurfaceofabasketballorthesurrealisticdotsofa

Cezannepainting.UnlikethemasksoftheChineseandJapanesethea-

tres,theyexpressednoemotion,creatinginsteadtheillusionofacharac-

tertype,apersona.Theetymologyofthewordpersonaderives,appro-

priately,fromtheLatin:

Persona,IAmask:henceII,Theperson,partorcharacterplayed

byanactor.ⅠⅠIThepartorcharactersustainedbyanyoneinthe

world:alsoapersonwhosustainsacharacter.4

4 TheYoungScholar'sLatin-EnglishDictionan,London,1863.
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Historicallythemaskreferredtoaunionofcharacterroleandface

covering.Infact,inmedievalItalyamaninfacemasklostcertain

rights(liketherighttobeararms)duringthecarnivalseasonbecausehe

wasthoughttohavelosthisownidentitybyassuminganotherpersona,

forwhoseactionshecouldnotbeheldresponsible.5h otherwordsthe

individual'spersonalityvanishedwiththereplacementofatype,the

personnaoftheMaskassumed.Laterinthe1700S,playwrightslike

CarloGoldonifoundtheuseofmasksonstagelimitingbecausethemask

erasesindividualityandshowsonlyapresenceasamask .6 Goldoni

alone,becauseofhisimmensepopularityasaplaywright,didmuchto

bringonthedemiseofmaskinginthe17thcentury.

Inthecommediadell'artemaskedfigures7mingledonstagewith

actorswhosefaceswereopentoview,settingupacontradictorytension

betweenillusionandrealitythatwasthefocusofcommediaperformance.

Theunmaskedfacesinperformanceestablishedtherealityofltalianlife,

orwhatwassupposedtobereality,aworldinwhichmasterspossessed

therighttotyrannizetheirservants.Themasks,inoppositionand

despitetheirappearanceoffantasy,setupanillusionofreality.Inthis

5Womeninthiseradidnotwearmasksbecauseitwasgenerallyassumedthey
hadnoidentitybeyondabondingwithapatriarchalfigure.

6Rudlin,Commedia,p.34
7Originallytherewereonlyfivemaskedcharactertypes(personas)inthe
commediadell'arte.Theseincluded
1.TheZanni,twoservants,oneofwhomwasclever.Theotherwashis
stupidfoil;

2.Twooldmen,oneafatherandoneanac-ademe.Bothwerepompous,
miserly,amorousoravaricious,astheplotdemanded

3.Themilitarycaptain,astruttingbraggartwhowas,inactuality,a
coward;

4.Onoccasion,intheearlycommedia,minormaskswerecreated,butonly
iftheplotdemanded.
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casetheservantswererevealedtohaveintellectssuperiortothoseofthe

upperclass.CarlJungwouldhaveusaskwhichintruthwasreality,the

masksortheunmasks(theuncoveredface)? Whilethemasksformeda

unityoftheirown,theywerenotfarremovedfromtheothersonstage

whoworenomasks.Ⅰnotherwords,theeffectofacommediaperfor一

mancedependedonthejuxtapositionofthedualsetsofdramaticfigures.

Masksareusedtodayinimprovisationbecausetheyenlargethe

character.Likecommediamasks,theytransform theactors,actually

becomingthecharactersanddoingthetalking.Itisplausibletodona

maskandpretendtobesomeoneelse.Ingeneralterms,thisismasking.

Butinthecaseofcommediaactors,thetechniquehastodowithnot

actingandlettingthemaskwork.

JacquesLecoqisaworldmasterintheartofmaskingandimprovi-

sation.Lecoq,renownedmimeandteacher,trainsstudentsaccordingto

thetenetsofthecommediadell'arte.Theylearntousefivedifferent

kindsofmasksinprogressivestages.Thesearetheneutral,theexpres-

sive,thelarval,thecommediaandtheclownmask.Hisearlymask

experimentswerewithpapler-maChe′.Whilepoeticinappearance,they

wereshortlived.Duetotheperspirationoftheactors,theyalmost

dissolvedbytheendofaperformance.Someactorsrefusedtoplaywith

thesemaskspreferringinsteadtomakeuptheirfacescosmetically.

HoweversuchamasklostthepsychologlCalpowerofaface-mask.8

InLecoq'Strainingtheneutralmaskisbasicandehablesthe

uninitiatedtocomprehendthebehaviorofothermasksaroundhim.(Itis

8JacquesLecoq,"ActingtheMask,"trams.VirginiaScott,fromamonograph
fromtheCiassicsinContextFestival,1990,COMMEDIADELL'ARTE&

THECOMICSPIRIT,Louisville,Kentuckypp.31-34.
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importanttounderstandthatamaskismorethanthecoveringplaced

overtheface.Itencompassestheactualbeingoftheactor'scre.ation.)

Theneutralmaskisonewithoutspecificexpressionorcharacterization.

Thefeaturesareregular,simple,calm.Thefirsttimeaneutralmaskis

donned,itfeelsstiflingandconstricting.Then,bydegrees,theactor

experiencestakingrisksneverbeforedared.Underthemask,anew

kindoffreedom isbornwhichislessconfiningthanwhentheface

remainsuncovered.Deprivedoffacialmovementanddialogue,the

playerbeginstousehisbody,whichisthebestexpressionofsilence.

Whentheneutralmaskisassumedithidestheindividual,actually

strippingthatpersonnaked.Thereal-liferolevanishes,meaningless.

Theselfisdrainedandanew essencetakesover,Soobviouslybody

movementbecomesmoreacute.Sincethepsychologicalplayofeyesis

impossible,itisreplacedwithheadmovements.Gesturesarelargerand

slow.Thoughtheinitialreactiontotheneutralmaskisphysically

stifling,finallytheactorfigurativelybreathesfreerthaneveronstage.

Theneutralmaskisacommonlevelerofmenandwomen.Wh ile

therearedifferentmasksformaleandfemale,theybecomeonebeingin

theunityofplaying,abeinginwhichallrecognizethemselves.This

maskgoesnowhere,butitleads.Itisthesourceofgravityanddynamics

ofallthingsonstage.Theactorwhoplaysamaskiscommandedbythe

objectuntil,notonlytheface,buttheentirebodybecomesmodified.

Theindividualbecomeslikeablankpage.Everythingiserasedsothe

playercanbeginatthesource.Eventhetoneofvoiceiscontrolledby

themask.Wearlngtheneutralmaskisanunlearnlngexperiencewhich

revealsadepthofactingthatplumbsthecoreoftheactorrenderingthat

personnakedofsetdispositionsandattitudes,nowreadytoplayany

characterroleotherthanhimself.
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Larvalandexpressivemasksaresimilar.Theirdifferenceliesin

theextenttowhichtheyestablishthecharacters'Objectives.Larval

masksaresimplerenditionsofthehumanfeatures.Thenosehasthe

greatestimportanceanditspresenceiscommanding.TheSwissacting

companycalledMummenschanzandthecartooncharacterSteuJwear

larvalmasks.Theseareunfinishedfaceswithprominentnoseswhich

permitlarge,elementaryacting.

Expressivemasksaremoreelaboraterepresentingfixedpsycho-

logicaltypesofonedimensionratherlikePirandello'sSixCharacters.

Wearingthesemasksforcesthebodytorespondtoitsownstimulusby

findingacounter一maskwithin.Forexample,anactorwearsamask

whichportraysafool,likeArrlechino(Harlequin).Allthebodymove一

mentsandgesturesconveythismask.Yetatthesametimetheactor

canalsoplaytheoppositeandrevealanintelligentcreaturebehindthe

fool'smask.Now theactorsucceedsincreatinganothercharacter

richerthanthefirst,whosuffersinnerconflictbecauseoflookinglikea

fool,butrevealsaselfthatisother.Inlifeoneoftensearchesaface

(readsaface)foritsotherfaceinordertotrulyknowthatpersonandthat

person'srole.Allmasksfunctioninthismannerwiththeexceptionof

theneutralmaskwhichhasnocounter-mask.

Thehalf一masksarespeakingmaskswhichrequlretheactorto

discoverthevoice,thelanguageandtheactingstyleofthemask,inother

words,thestereotypethemaskrepresents.Theessenceofthecom-

mediadell'arteliesinthesemasks.Pantalone,theold,wealthyand

orlglnalMerchantofVenice,epitomizesthehalf-mask.Heisthecon-

densationofmanycharacters.Atthesametimeheismiserandlover,

invalidandhealthy,oldandyoung.Whenayounggirlgazesamorously

athimthroughloweredlashes,hedancesinresponse.Whenhisdaughter
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Wantshismoney,heliesonadeathbed.Thesemasksmanifestthem-

selvesinakindofphysicalitythatisanenlargementoflife.

Thesmallestmaskintheworldistheclownnose.Itexpandsand

distortsthenaturalnosemakingthefaceappearopenandround,theeyes

alightwithinnocence.Itisanobviousartifice.Althoughthenoselooks

stupid,theclownisdelightedtowearit,thereforetheaudiencededuces

thattheclownisdelightedtoappearstupid.Theroundredsham is

symbolicbyitsassociationwiththeartofclowning,whichevokeslaugh-

ter.Becausetheredproboscisinducesnofear,childrennaturallyloveit.

Thereissomethingofthebuffoonineveryone,althoughsocietydiscour-

agessuchexhibition althoughpermitsiton stage.Popularsongs

announce,"Alltheworldlovesaclown",and"Bringontheclowns"

Earlytwentiethcenturypopularentertainmentbearsastriking

similaritytocommediaparticularlyintheimagesofgreatcomedianslike

CharlieChaplin,W.C.Fields,theMarxBrothers,LaurelandHardy,

AbbottandCostello,BertLahrandJackBenny,whoidentifywith

particularMasks9 (charactertypes)ofthecommediadell'arte.Charlie

Chaplinbecamethecomiccharacterofthetramponlyafterhehad

assumedtheMaskofthetramppersona.Inhisautobiography,Chaplin

writes:

Ihadnoideaofthecharacter.Butthemoment1wasdressed,the

clothesandthemake-up(Chaplin'sMask)10mademefeelthe

9Whenwrittenwiththecapitalletter,Maskreferstothepersonnaorcharac-
tertype;whenwrittenwithasmallletter,asmask,thewordreferstothe
physicalfacecoverlng.

10Parentheses,theauthor'S.
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personhewas.1begantoknowhim,andbythetime1walkedonto

thestagehewasfullyborn.

A.Maskislikealeathergloveorapairofleathershoes.Only

afterbeingworndoesitassumetheconfigurationsofthewearerand

becomeacomfortablefit,likeasecondskin.Inthesamefashiona

Maskassumestheidentityoftheweareruntilthetwobecometransfor-

medintoone.

ManydecadesafterGoldoni'sdeathknellofface一masksinthe

1700S,amodern,establishedsculptornamedAmletoSartori,wassearch-

ingforanewmodeofexpression,onefreefrom theyokeoffascism.

AfteradiscussionwithLecoqaboutmasks,heattemptedtoreconstruct

aface一maskfollowingtechniquesofthesculptor/artisan.Theyearwas

1948.ThestudiowasinPadua.Theresultwasinadequate.Later

LecoqfoundedtheSchoolofthePiccoloTeatroinMilanwithGeorgio

Strehler,famedcommediadirectorandteacher.HereitwasthatStreh-

1eraddedhiscreativeideasaboutmasksinthetheatretothoseofLecoq.

Sartoriwasexcitedbythechallengeoffashioningasculpturethatwasto

bemorethanlifelike,ratherpartofanactive,livingperformerinsteadof

thenon-lifelikestatuesheformerlycreated.Hisfirstattemptsin

papiermache′provedunstableanddelicate,fallingvictim onstageto

performers'perspiration(Actingisatestofphysicalendurance.),sohe

turnedtowood.

WoodhasalwaysbeenusedforthemasksofNob,theJapanese

theatreformthatpredatesthecommediadell'arte.Butmasksarenota

vitalpartoftheactorinNobastheyareincommedia.InNobthe

maskssimplysuggestacharacterasaritualisticobjectratherthan

becomeanorganicpartoftheactor.WhiletheNobmaskisthesoulof
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theperformerintheatricaltradition,themaskbarelytouchestheskinof

theactor,nordoestheactorimbu'ethismaskwithlife.ll Yet,without

themask,Nobactorsbelieveaperformanceisnottouchedbythe

beneficenceofthegods.TheNobartiststudieshismaskatlength

beforeeachperformance,firsttorecognizeadivinepresence,Secondto

makehimselfonewiththemaskinordertobringittolife.

"Komote"isauniqueNobmaskdepictingayoungwomanwhose

featuresareplacid.However,whentheactorwearingthemasktiltshis

head,asmilecandissolvetotears.Itisthiswoodenmaskwhichis

closestinspirittotheneutralmasksofLecoq.12 Becauseoftheircareful

handcraftingbydwindlinggenerationsofmasterartesans,OldNobmasks

arevaluedtodayovermodernones.

ModernstagelightingallowedSartoritoutilizecurrenttechnology

forhisartisticallysculpturedmasks.Helearnedtouselighteffectively.

Hisspecialtywastopoundleatherontoawoodenform withahorn

hammer.Theeffectisthecreationofapointilism thatdiffusesthe

surroundinglightasitdeflectslightfromabove.Othermasksofsmooth

leatherlosetheireffectivenessonstagebecausetheharshlightsreflecta

glareoffthem.ThepoundedleathersurfaceofSartori'smasksaretoo

subtletobeseenbytheaudienceastinypoundeddots,buttheoverall

llSeeDonaldKeene,No.･TheClassicalTheatreofJapan(Tokyo,Kodansha
International,1966)pp.70-71;ErnestFenollosaandEzraPound,"Nob"or
Accomplishment(NewYork,Knopf,1917)p.53;"Actorsandacting,"The
MusesatWo嬢,ed.CarlRoebuck(Cambridge,Massassachusetts,MITPress,
1969)p.260;andSusanHarrisSmith,MasksatWork(BerkeleyandLos
Angeles,California,UniversityofCaliforniaPress,Ltd.,1984)p.142.There
areothersourcesaswellasthese.

12W.TomWheatley,"MaskMagicattheCentroMaschere,"monographfrom
COMMEDIADELL'ARTE&THECOMICSPIRIT,1990ClassicsinContext
Festival,Louisville,Kentucky,p.37.
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effectunderstagelightsisstunning.Sartori'smaskevolvedthrough

manychangesqsthecreationofhismasksdevelopedovertheyears･13

Masksexistineveryculturewhichareverydecorativehungona

wall,buttheydonotact.Theatremasksfindtheirmeaninginmove-

ment.Itisthetaskoftheactortobringthemasktolifeandtoreveal

totheaudiencethemysticbondbetweenmasksandlife.Themaskis

extraordinarybecauseitprovidestheactoranaestheticandintellectual

scopeotherstagedevicescannotprovide.Becauseitsimultaneously

hidesandrevealstheface,themostvulnerablepartofthehumanbody,

themaskhasexistedforcenturiesastheprimemeansofexpressing

social,moralandaestheticvalues.Thepurposeofthemask,ascon-

ceivedbyartistsofthecommediadell'arte,istofreethecreativespirit,

revealinganinfinitediversityofcharacterdevelopment.

Onthenonverbalstage,themeaningofperformanceistotally

dependentuponthefacecoveringanditsmovement.Becauseitis

supportiveinnature,themaskimmediatelyinformsacharacteroran

idea.Thesuccessofaguiserestsinitssimplicity,thatis,itsabsolute

13Sartori'smask一makingprocessisinvolvedandtimeconsuming.Firsta
plastermoldofamaskisformed.Theinsidemustfitthefaceoftheactor
forwhom itisfashioned.Thenanexactwoodenreplicaofthemaskis
createdsotheartistcanfashiontheleathermaskonit.Theuseofleather,
whicbwasusedtofashiontheoriginalmasksofthecommedia,isthesecret
ofSartori'ssuccess.Theactualprocessinvolvesendlesspoundingwith
specialhammersuntiltheleatherfitsthewoodenmoldsnugly.Itisimpos-
sibletopounddirectlyontheplaster,hencethewoodenform.Thefinished
creationisasharplydelineated,finelysculptedmask.

YearshavepassedsinceSartoricreatedhisfirstsuccessful,working
mask.Laterhecreatedmasksforothertheatricalgenresashismask一making
reputationspread.Someofhisregularclienteleincludedtraditionaltheatres
inJapanandChineseoperacompanies.Hebecameamodernlegend.When
Sartoridiedin1962hisson,Donato,expandedonthefamilyvocationwith
thesamecommitment,dedication,craftsmanshipandtalent.
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rigidity.Althoughtheuseofmaskingasapopularstagetechniquehas

diminished,thecontemporaryaudience,fortifiedwithhistoricaland

culturalknowledge,hasanunderstandingofthetradition.TheJapanese

NohandancientGreektheatrecoveringsaresomewhatfamiliar to

moderns.DisguisesdonnedforHalloween,MardisGras,Carnivale,even

socialmaskslikethoseofRichardNixonand0∫Simpson,assumea

naturalisticdramaticform.Whileitsuseonstagenolongerexcites

audiences,themodeofmasksandmaskingisundeniablyfixedindrat

maticliterarypresentation.
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