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A DILIGENCE JOURNEY IN MEXICO.

THE journey was made in the winter of
1880-81, when the rapid progress of work on
the two great railroads had already put a limit,
not far in the future, to the period of diligence
journeys as a necessity in the interior of
Mexico. My husband’s business related to
certain silver mines, for which Morelia, the
capital of the State of Michoacan, was the
nearest point of departure. The softly vow-
eled name of the old Catholic city was alluring.
Beyond the mountain wall which encompasses
the valley of Mexico there lay an interior full
of indefinite promise; strange figures walked
the streets of the capital, or camped in its
market-places, who had come over the mount-
ains on their sandal-shod feet from a country
of which travelers said, “ There is nothing
stranger out of Egypt.” The diligencia general
is the ordinary Concord coach, drawn by eight
mules, harnessed in a complicated tangle, which
is technically described as « two wheelers, four
on a swing, and two leaders,” . ¢., two at the
wheels, four abreast in the middle, and two
ahead. The driver wore a pair of goat-skin
breeches, with the long yellow hair outside,
comically suggesting the legs of a satyr. He
had an assistant beside him, who wielded the
whip, or, if whipping failed, pelted the mules
with small stones from a leather bag filled for
the purpose. There was extraordinary neatness
and precision in his aim. The offender was
admonished by sharp, unerring little taps upon
the ear, or the root of the tail, or a projecting
hipjoint. On these occasions, unlike the
teamsters of the North-west, the Mexicans do
not rely on profanity.

The season was late January, but trium-
phant spring in the old city of Cortez—clear,
intense sunlight, young leaves spreading, a
commotion of birds in the city gardens, and
a damp, earthy smell mingled with the per-
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fume of violets. There was that thrill in the
air which ¢ stirs the blood with the instinct of
travel,” and gives one a longing to “ tarnish
the blue of distant mountains with one’s feet.”
The old pavements of Mexico are laid in a
pattern, outlined with large stones which have
become painfully prominent with the tread of
centuries. We started with a heavy jolt and
a succession of shocks, as the wheels bounded
from the intersecting lines of this ancient pat-
tern, but the torture ceased at the square,
where stands the equestrian statue of Charles
IV., which the common people call the Trojan
horse (¢l caballo de Troya ), the focus of several
historic streets. We diverge upon the Faseo
de Bucareli, named for one of the viceroys,
where the Mexican ladies were wont to take
the air in their carriages, before Carlotta
founded the new Pasco de la Reforma, and gave
it the tragic association with her memory.
The city is steeped in tragedy, but one does
not remember this on a spring morning, when
even the gray arches of the aqueduct are
putting forth new life in the tufts of young
grass trembling against the sky.

The houses in this part of the street have
an individuality and a strong facial expression
which impresses an American vividly in con-
trast to the monotonous, wide-eyed stare of a
respectable New York street; each house is
worthy a description which would apply to no
other. It would not be easy to guess the life
of the people inhabiting them. The houses
repose behind their crumbling garden-walls,
looking out upon the shifting world of the
street with a dull, slumberous dignity which
ignores the pathetic look of social decadence
and general discomfort creeping over them.
Their windows are deep-set and heavily shut-
tered ; the balconies have formidable railings ;
the gardens look weedy and wild; the strong
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was yet a total stranger to their eyes. Some
anticipated pleasure 1n the excitement of the
tragedy itself and in the emotion produced
by the music. Few or none expected to
enjoy through their eyes anything like as
agreeable sensations as they supposed would
be awakened through the sense of hearing
alone. Enough has been written in the
public press to show to what extent accu-
rate scholarship and faithful study made the
tragedy a literary success, and to indicate the
satisfaction the performance gave to all cap-
able of judging the play from the point of
view of a classical scholar. Besides this, the
testimony of the critics never failed to be in
favor of the artistic effect of the tragedy as
a spectacle. The analysis of this element of
success was naturally meager because it de-
manded an acquaintance with the general
subject of costume—a branch of training
which in this country has not yet been con-
sidered necessary to the dramatic critic.
Then, too, exhaustive criticism on the spec-
tacle presupposed more or less @sthetic taste
and appreciation on the part of the writer.
If, as may be the case, full justice has been
done to the artistic as well as to the literary
merits of the representation, it still remains to
analyze the artistic part and to point out the
details of the scheme of dressing the charac-
ters, and in this way to call attention to the
particular beauties of the spectacle. For those
who formed the large majority of the audi-
ences in Sanders’s Theater and enjoyed as
much with their eyes as with their ears, it
is hoped this analysis may serve to fix in
the mind the already fleeting souvenirs of
the event. If to the rest of the readers some
idea may be conveyed of the unique charm
of the tragedy as produced in Cambridge,
the purpose of this article will be accom-
plished.

It was necessary, of course, to depart from
the traditions of the Greek theater in so far as
they might shock our modern notions of pro-
priety or be out of place on our stage. In
laying aside the conventionalities of the old
Greek tragedy there was but one thing to do.
If the masks and uncouth costumes were to
be discarded, it was, of course, perfectly proper
to present the characters, as far as possible,
in the dress of the place and period indicated
in the plot of the tragedy. The spectacle
of hideous masks, shapeless garments, and
clumsy foot-gear did not promise to be agree-
able. On the other hand, the Doric costume
of Pericles’s time included many of the most
graceful articles of Greek dress. But in adopt-
ing the dress of the period, a new difficulty
was met. The pure Doric costume admitted
of so little variety that half the charm of the
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spectacle would be lost if this style of dress
were rigidly adopted. Various changes had
already been considered necessary in adapt-
ing the play to modern representation, such
as the employment of an orchestra, the use
of a scene and foot-lights, and considerable
modification of the movements of the chorus.
There was then some excuse for departing
from accuracy in the costumes, and accord-
ingly various articles of Attic attire were sub-
stituted for simpler and less picturesque Doric
garments, a greater range of color was fixed
upon than was probably in perfect keeping
with the costume of Pericles’s time, and artistic
license was taken with textiles and minor de-
tails of ornament. In general respects, how-
ever, the costume was chronologically correct.

In order to produce anything like satis-
factory results, it was necessary that the
dresses should be carefully watched in the
process of manufacture. They were accor-
dingly all made in the writer's studio, and
the difficulties of shape and arrangement
were overcome as they were met. The man-
ufacture of the sandals demanded, however,
a different class of skilled labor from that of
the seamstress, and a venerable shoe-maker in
a little country town in Massachusetts was
persuaded to lend his talents to the reproduc-
tion of the classic foot-gear. Carefully cut
patterns were furnished him, and, after the
first dash into the unknown field, he brought
to the work an intelligently directed enthu-
siasm which secured the best possible imita-
tion of the ancient sandals.

Without discussing the superiority of the
modern theater so far as the realistic repre-
sentation of a play is concerned, it may be
well to call attention to the simplicity of the
accessories and surroundings which was char-
acteristic of the old Greek theater, and to
show how satisfactory this simplicity proved
to be in a modern attempt at reproduction.
On the Greek stage there were no tawdry,
inharmonious scenes with their too evident
unreality, no creaking stage machinery, nor
noisy imitation of nature’s music. Neither was
there the distraction of artificial effects of
light, nor the conventional, mournful strain of
the orchestra to interrupt the play of the feel-
ings in the pathetic passages. The sole en-
deavor was to convey to the audience the
full meaning of the text, leaving each spectator
free to enjoy the drama with the help of his
imagination. It needs no argument to prove
how much more vivid are the pictures of the
imagination than the hasty brushings of the
scene-painter. The elimination of everything
that would distract the attention of the listener
from the words of the drama would, in this
unimaginative age, be making too radical a
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THE PROCRESSION

Fineness of texture and purity of color were,
of course, found only in the garments of the
rich. The #Aimation was worn in a variety
of ways; the manner of throwing it is by
no means difficult to learn, and the art of
wearing it with some degree of grace requires
but little study.
~ The expenence of the Harvard students
proved how easy it is to master the use of
this apparently complicated and troublesome
article of attire. The wearer first takes up the
rectangular cloth, seizing it with his left hand
near one end, and throws the short part over
his left shoulder from behind, so that the
weight on the upper corner may just touch
the ground. The long part is then brought
by the right hand around under the right
arm, and thrown over the left shoulder from
the front, backward. The left arm is now
raised, gathering the folds of both ends in
such a manner as to leave two of the four
corners on each side the arm. This throw
may be exactly reversed by bringing the left
end to the front over the left shoulder, above
the right end, which is thrown over back-
ward. The middle of the upper edge of the
himation may be brought over instead of
under the right arm, as in the statue of
Sophocles, or the right end may be brought
around the body under both arms and then
thrown to the front over the right shoulder.
Other interesting varieties in the throw of the
himatfion are practicable, but the above are
those which were found to be most easily
managed. After a few trials the students, or
most of them at least, made up their minds
which throw they preferred, and the variety
was left to their choice. Many of them, after
a very little practice, wore their costumes
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OF SUPPLIANTS.

with ease and satisfaction, and learned to ar-
range them without assistance. From the first
it was decided to be an exceedingly comfort-
able dress, and much less troublesome than had
been supposed. Under these circumstances,
the wearers of the strange garb made the
best of models, for they moved naturally and
made a genuine practical use of the garments,
varying the throw according to the tempera-
ture or the freedom of motion desired.

In dressing the characters of the « (Edipus
Tyrannus” the general scheme of color con-
trasts was largely based on the possibilities of
varying the color of the /i/mafia. The play
opened with a procession of suppliants com-
posed of children and chosen youths, and led
by an aged priest. These were, from the
character of their mission, appropriately
dressed in white, the larger youths wearing
kimatia of soft-toned wool and short tunics
or chifones reaching nearly to the knee. These
chitones were made of a simple length of cloth
about two yards and a half long, sewn together
at the ends. By joining the top of this sack-
like chiton with two clasps, placed at proper
distances apart, and gathering the fullness of
the drapery at those points, holes were thus
left for arms and neck, and the garment was
simply put on like a sleeveless shirt, and
girded at the waist. The suppliant boys wore
a similar cAéfon, but in place of the Aimation a
chlamys or cloak of rectangular form, and
about two yards in length by three-quarters
of a yard in breadth. This was clasped on
the nght shoulder by a bronze fiéu/a or pin,
which caught the upper edge of the cAlamys
at two points about half a yard from the ends,
thus leaving a place for the head, and bring-
ing the two ends together so they fell off the
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THE PROCESSION OF SUPPLIANTS.

right shoulder. A simple cAiton, like the one
described above, was worn under the cilamys,
and also formed the sole garment of the chil-
dren who led the procession of the suppliants
following the prnest. The latter wrapped
around his body, over a full cAi#on reaching
to the instep, a Aimation of a single piece of
soft flannel without a seam. This, like indeed
all the outside wraps worn, was weighted at
the corners. Sandals of white buckskin, copied
in shape from the statue of Sophocles, distin-
guished the foot-gear of the priest from that
of the suppliants, which was of brown leather
and of simpler cut.

The procession of suppliants, as it moved
across the parquet and mounted the stage on
the opposite side, was sufficiently impressive
to prepare the spectator for what was to fol-
low. The slow, measured march, the uncon-
scious, attentive look on all the faces, the pure,
soft white masses of drapery, unbroken ex-
cept by the wool-twined branches of olive
carried by all, made a moving tableau of
strange and surprising beauty. The figure of
the old priest of Zeus leading the procession
was venerable dignity itself, and recalled
vividly the draped figures of classic art, giving
a realization of the source of inspiration which
prompted some of the noblest efforts of the
ancient sculptors.

(Edipus, coming from the palace, meets
the suppliants, and the scene closes after the
appearance of Creom, the brother of Queen
Jocasta. The simple dresses of the suppliants
made an excellent foil for the rich royal robes
of the king, and heightened by contrast the
vividness of the gold-shot red of his Aimation.
The material of this robe was a peculiar rich
reddish-purple silken stuff, with a satin texture,

Google

and having a warp of gold thread which gave
it a marvelous sheen, mingling the gloss of
the red with the glitter of the gold. A heavy
gold passementerie bordered the whole, thus
imitating a rich embroidery, or a running
Greek figure, made of small gold plagues.
A silken chiton, clasped by heavy fibule on
the shoulders, harmonized in color with the
brightest lights in the Aimation, and a broad,
plain border, imitating laminated gold, decor-
ated the hems of the garment. A crown of
burnished repoussé brass, copied from the small
one found at Mycenz by Dr. Schliemann, and
sandals of gold-embroidered white buckskin,
cut after the pattern of those of the Olym-
pian Hermes, completed the richness of the.
dress.

I have already hinted at the excuse for the
adoption of any textile which might best
convey the idea of a royal robe, and will not,
therefore, attempt to prove that the use of
silk was chronologically accurate. In regard
to the color of the king’s robe, it was, perhaps,
a simple chance in finding a desirable matenal,
more than any desire to make a concession to
the popular idea of royal purple, which led to
the choice of a red approaching the purple
hue. It seemed best to confine red as far as
possible to the few members of the royal
family, thus distinguishing them from the rest,
and preventing the too frequent recurrence
of a color which would cheapen the general
effect if used with too great freedom. The
quality of red was varied as far as possible in
such a manner as to convey the idea of rich-
ness of material appropriate to the rank of the
wearer. Thus Creon, who entered first in a
traveling dress, wore a cksfon of salmon gray
with red embroidered border, and a woolen
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CEDIPUS IN DESPAIR.

The two children in simple diploidia assisted to
form the final tableau, which was marvelous in
its picturesqueness. On one side the little genre
group composed admirably, and balanced that
of the new king and his attendants. The
white Aimation of (Edipus was still the focus,
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while, scarcely less prominent, the deep 4sma-
tion of Creon, with its glittering decoration,
came strongly out against the background.
The characters left the stage and the play
closed without any dramatic finale, but the
last tableau left a vivid impression on the
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CREON.

ment on a sufficiently large scale to prove
what must always have been apparent to the
student of ancient literature,—the intensity
of the human passion, which found expres-
sion in the poetry of the period. To the
large mass of those present at Sanders’s Thea-
ter this was, however, a revelation and a
surprise. Another result of this experiment,
and the one especially interesting to artists
and actors, was the realization of the prac-
tical convenience of the classic dress. The
stage traditions in regard to the shape and
use of any historical dresses have not been
more correct than the public notion of what
was proper in this respect. The traditional
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clumsy garments have rarely been criticised,
and hence, with few exceptions, the members
of the profession have been satisfied with
what their costumer gave them, without
caring, or at least without venturing to make,
any original investigations on that subject.
In Europe, some of the principal actors do
dress on the stage very much as they would

" have done if they had lived in the period

which they represent on the boards, but in
this country there are few followers of that
school. Most artists, and sculptors, too, trust
implicitly in the costumer, often enough tak-
ing for granted that which a moment'’s inspec-
tion of a picture or a statue would prove to
be totally incorrect. Both on the stage and
in the studio it has been generally considered
necessary largely to modify classic costumes
in order to adapt them to the convenience
of the wearer. In the “ (Edipus Tyrannus”
a few safety-pins, hidden in the folds of the
garments, were alone needed to keep them
from being disarranged. Even this assistance
was not found to be strictly necessary after
two or three performances, notwithstanding
the fact that the students did not have the
benefit of rehearsing in costume previous to
the public performance.

Although not of the most vital importance
in the production of works of art, a knowledge
of costume is certainly quite as desirable as the
mastery of other sciences which are consid-
ered necessary to the practice of the profes-
sion. Any exhibition will show on its walls
scores of so-called classical figures in which
nothing is less classical than the drapery.
There is no reasonable excuse for ignorance
of a subject so easy to approach and so inter-
esting on acquaintance. The artist, much
more than the actor, has peculiar facilities for
this study. From the time he begins the rudi-
ments of his profession by copying, perhaps,
classic feet and hands, he has constantly before
his eyes examples of the costume of different
periods, illustrated in the art of past ages.
He has simply to observe, and his subject is
mastered.

There are various institutions in Europe
besides the art museums where the subject
may be studied to advantage. Of these, the
Musée d'Artillerie at Paris is the most impor-
tant. Here are found careful reproductions
of best authenticated originals, or imitations
made from selected data, gathered from early
literature and art. The only attempt yet made
in this country to furnish any permanent facil-
ities for this study may be credited to the
Museum of Fine Arts in Boston. The trus-
tees of this institution voted last season to
make an exhibition as soon as practicable of
the historical costumes of this country, with
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the intention of adding to the museum, sooner and that at no distant date there will be at
or later, a new department covering the gen- least one collection of costume in America to
eral subject. There is every reason to believe which the actor, painter, or sculptor may
that this effort will meet with public favor, make a profitable pilgrimage.

SUNSHINE IN MARCH.

WHERE are you, Sylvia, where ?

For our own bird, the woodpecker, is here,
Calling on you with cheerful tappings loud!
The breathing heavens are full of liquid light;
The dew is on the meadow like a cloud;
The earth is moving in her green delight—
Her spiritual crocuses shoot through,

And rathe hepaticas in rose and blue;

But snow-drops that awaited you so long
Died at the thrush’s song.

“ Adieu, adieu!” they said.

“ We saw the skirts of glory, and we fade;

We were the hopeless lovers of the Spring,

Too young, as yet, for any love of hours; i
She is harsh, not having heard the white-throats sing;
She is cold, not knowing the tender Aprl showers;
Yet have we felt her, as the buried grain

May feel the rustle of the unfallen rain;

We have known her, as the star that sets too soon
Bows to the unseen moon.”

DELAY.

THou dear, misunderstood, maligned Delay,
What gentler hand than thine can any know!
How dost thou soften Death’s unkindly blow,

And halt his messenger upon the way !

How dost thou unto Shame’s swift herald say,

« Linger a little with thy weight of woe!”
How art thou, unto those whose joys o’erflow,

A stern highwayman, bidding passion stay,

Robbing the lover’s pulses of their heat
Within the lonesome shelter of thy wood !

Of all Life’s varied accidents we meet
Where can we find so great an offered good ?

Even the longed-for heaven might seem less sweet
Could we but hurry to it when we would.
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