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PREFACE 

The e v o l u t i o n of the dress of a t h e a t r i c a l f i g u r e 
t h a t has been relegated t o a n o n - t h e a t r i c a l niche i n the 
world of humor provides an i n t e r e s t i n g o p p o r t u n i t y f o r 
co n s i d e r a t i o n and comparison. Such a f i g u r e i s Harlequin. 
I t i s h i s costume i n s a t i r i c a l p r i n t s and engravings pub­
l i s h e d d u r i n g the period 1740-1820 t h a t c o n s t i t u t e s the 
substance of t h i s study. The l a t e eighteenth and e a r l y 
nineteenth c e n t u r i e s was the period of gr e a t e s t produc­
t i v i t y i n the a r t of s a t i r i c a l engravings. A f t e r 1820, 
Harlequin becomes more evident as an a l l u s i o n r a t h e r than 
as an I n t e g r a l p a r t of the s a t i r e . 

A study of the costuming evidenced i n p r i n t s 6f t h i s 
type i s ne c e s s a r i l y l i m i t e d by the c l a r i t y of the p r i n t and 
the a b i l i t y t o accurately date the engraving. Consequently, 
only those p r i n t s which conformed to these requirements were 
used as i l l u s t r a t i v e m a t e r i a l . (These i l l u s t r a t i o n s are 
found i n Chapter IV.) I n order t o o b t a i n a more comprehen­
sive view of the problem, other p r i n t s were also examined. 
(For a complete l i s t of p r i n t s r e f e r r e d t o i n the t e x t ^ see 
Appendix.) 

i l 
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CHAPTER I 

INTRODUCTION 

Purpoae of the Study 

This study i s based on the developments of the costume 
of Harlequin as a f i g u r e i n s a t i r i c a l p r i n t s of the per i o d 
1740-1820. The contemporary fashions of the p e r i o d changed 
considerably during t h i s p e r i o d . The costume of Harlequin 
i n these p r i n t s also i n d i c a t e d changes and m o d i f i c a t i o n s of 
dress. The f a c t t h a t both the dress of the p e r i o d and Harle­
quin's dress i n d i c a t e v a r i e t y provides a p o s s i b l e basis f o r 
comparison and study. Therefore, the e v o l u t i o n of Harlequin' 
o u t f i t w i l l be traced i n the hope of d i s c o v e r i n g how much 
e f f e c t , i f any, contemporary fashions had upon the dress of 
Harlequin. 

Source M a t e r i a l Employed 

The s p e c i f i c p r i n t s used were taken from m i c r o f i l m e d 
copies of o r i g i n a l cartoons t h a t were published d u r i n g the 
period 1740-1820. These p r i n t s were s i m i l a r enough t o 
I n d i c a t e i n h e r i t e d aspects of Harlequin's dress and estab­
l i s h h i s i d e n t i t y ; they were d i s s i m i l a r enough t o provoke 
f u r t h e r study. Both e a r l i e r and l a t e r p r i n t s were also 
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examined i n order t o l o g i c a l l y I s o l a t e and j u s t i f y the 
s e l e c t i o n . 

I n o b t a i n i n g general background m a t e r i a l , the h i s t o r ­
i c a l method of research was employed. Theatre h i s t o r i e s and 
costuming works were consulted. I t was also iraportant t o 
delve i n t o works concerning the customs and manners of the 
period i n order t o determine the place t h a t s a t i r i c a l p r i n t s 
held i n the world of humor during the p e r i o d . George Pastonfe 
S o c i a l C a r i c a t u r e i n the Eighteenth Century was most h e l p f u l 
i n t h i s respect. This work not only a c c u r a t e l y reproduces 
numerous cartoons of the p e r i o d , but also e x p l a i n s the s i g n i ­
ficance of s a t i r i c a l p r i n t s and elaborates upon t h e i r p o s i t i o n 
i n the s o c i e t y of the time. 

Many works were consulted which had as t h e i r subject 
the Commedia d e l l ' A r t e and, more s p e c i f i c a l l y , the character 
of A r l e c c h i n o . La_ Commedia d e l l 'Arte et Ses Enfants (and 
i t s E n g l i s h t r a n s l a t i o n ) , by Pie r r e Louis Ducharte, provided 
a d e t a i l e d study of the Commedia, i t s characters and i t s 
i m p l i c a t i o n s and importance I n t h e a t r i c a l h i s t o r y . 

Thelma N i k l a u s 1 work e n t i t l e d Harlequin Phoenix or 
The Rise and F a l l of a_ Berg a mask Rogue was perhaps the most 
u s e f u l s i n g l e work consulted. Miss Niklaus has presented an 
a s t u t e , yet h i g h l y i n d i v i d u a l approach t o the study of 
Harlequin. The H i s t o r y of Harlequin, which was w r i t t e n by 



C y r i l W. Beaumont, was also h e l p f u l i n the attempt t o o b t a i n 
a c l e a r e r image of the Commedia f o o l . 

I n the area of contemporary costuming, t h r e e works 
were extremely e n l i g h t e n i n g . Laver's volumes on E n g l i s h 
costume (Snglish Costume of the Eighteenth Century and 
English Costume of the Nineteenth Century) presented a w e l l -
organized p i c t o r i a l study which was complemented and 
supported by h i s t o r i c a l data. A H i s t o r y of Costume by C a r l 
Kohler a l s o presented a concise, c h r o n o l o g i c a l study of 
fashions i n the period under c o n s i d e r a t i o n . Lucy Barton's 
noted work H i s t o r i c Costume f o r the Stage provided impor­
t a n t I n f o r m a t i o n concerning f a s h i o n d e t a i l s and accessories. 

Harlequin As a_ Subject f o r Study 

Ha r l e q u i n , or A r l e c c h i n o , has been a f a v o r i t e s u b ject 
f o r t h e a t r i c a l study f o r many years. This c l e v e r l i t t l e 
f i g u r e of the Commedia d e l l ' A r t e has long f u r n i s h e d I n t e r e s t 
and m a t e r i a l f o r s c h o l a r l y i n v e s t i g a t i o n . Most of the work 
on the character of Harlequin has been s p e c i f i c a l l y connected 
w i t h the study of the whole of the Commedia d e l l ' A r t e , which 
can c e r t a i n l y be j u s t i f i e d as a subject f o r i n t e n s i v e study 
because of i t s s i g n i f i c a n c e as a p i v o t a l i n s t i t u t i o n i n 
t h e a t r e h i s t o r y . The p a r t i c u l a r humor of Improvised comedy 
has been enjoyed by audiences since about the f i f t h century 
before C h r i s t , Mime, along w i t h i t s cohort f a r c i c a l comedy. 
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progressed from t h i s e a r l y form. During the Middle Ages a 
new type of drama. L i t u r g i c a l Drama, came t o the foreground. 
Pantomimic comedy remained a l i v e , though submerged, u n t i l the 
s i x t e e n t h century. At t h i s time, the Commedia d e l l ' A r t e 
became evident i n the provinces of I t a l y . 

The development of the Commedia ( w i t h i t s stock 
c h a r a c t e r s , of which Harlequin was one of the most famous) 
shows c l e a r l y the p o p u l a r i t y of t h i s dramatic form from the 
s i x t e e n t h century through the seventeenth. Although t h i s 
s p e c i f i c form of improvised comedy was not e v i d e n t d u r i n g 
most of the eighteenth century, the stock characters ( p a r t i c u ­
l a r l y Harlequin, P u c h i n e l l o , and the Do t t o r e ) would not be 
releg a t e d t o the archives of t h e a t r e h i s t o r y . I n s t e a d , they 
joined the s t r o l l i n g players of the f a i r s . H a r l e q u i n , as 
one of the more important f i g u r e s , and as one t h a t has sur­
vived t o modern times, has j u s t l y earned h i s place i n 
t h e a t r i c a l h i s t o r y . He has been alluded t o by p l a y w r i g h t s , 
l e n t h i s name t o numerous pantomimes and p l a y s , and adapted 
himself t o the modern b a l l e t stage. This continued emphasis 
on the character of Harlequin seems t o j u s t i f y a d d i t i o n a l 
study. 

Harlequin i n English S a t i r i c a l P r i n t s 

I n the seventeenth and e a r l y eighteenth c e n t u r i e s a 
new medium of humor appeared, p a r t i c u l a r l y i n England. Paston 
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begins h i s work on c a r i c a t u r e by s t a t i n g : 
I t has been said t h a t c a r i c a t u r e was born i n 

I t a l y and nursed i n Holland; i t might be added t h a t 
the a r t a t t a i n e d m a t u r i t y i n England, the land of the 
f r e e p e n c i l no less than of the f r e e pen.^ 

The c l e v e r s a t i r i c a l cartoons of eighteenth-century England 
were f i r s t seen i n t h a t country d u r i n g the f i r s t two decades 
of the century, and by mid-century had become so well-known 
as t o be r e f e r r e d t o by some as "the w i t of the times. 
The subjects of the c a r i c a t u r i s t s ' barbs were d i v e r s e . Few 
pu b l i c f i g u r e s or i n s t i t u t i o n s escaped the pens of Hogarth, 
G i l l r a y , Cruikshank, Rowlandson, and t h e i r p r o f e s s i o n a l 
cohorts. The most o f t e n used subjects were p o l i t i c a l i n form 
or s i g n i f i c a n c e . 

The American Revolution and i t s contemporary events 
provided e x c e l l e n t m a t e r i a l f o r the men of the p r o f e s s i o n . 
Parliament, and i t s doings or misdoings, was a f a v o r i t e sub­
j e c t . The c a r i c a t u r i s t was attem p t i n g t o appeal t o those i n 
hi s audience who could not fathom u n s a t i s f a c t o r y c o n d i t i o n s 
except by extremely b l u n t , and o f t e n times, b l a t a n t l y crude 
graphic r e p r e s e n t a t i o n s . Thus, most of the e a r l y cartoons 
are exaggerated t o the p o i n t of i n c o m p r e h e n s i b i l i t y by 
modern h i s t o r i a n s . 

George Paston, Social Caricature i n the l 8 t h Century 
(London: Methuen and Company, 1905}^ P. 1-

" I b i d . , p. 2. 



Paston maintains t h a t a great numher of c a r i c a t u r e s 
d e a l t w i t h the " . . . Beau Monde . . . i t s f a s h i o n s , f o l l i e s , 
scandals and e c c e n t r i c i t i e s . " " This s a t i r i c a l a t t a c k on the 
upper classes can no doubt be a t t r i b u t e d to the gradual 
decline of the importance of the n o b i l i t y and i n h e r i t e d 
wealth. Society was extending i t s arms and becoming l e s s 
l i m i t e d . I t i s reasonable t o assume t h a t the p r e v i o u s l y 
unquestioned manners of the s e l e c t group would appear r i d i c u ­
lous to the common man (the c a r i c a t u r i s t was i n c l u d e d i n the 
l a t t e r c a t e g o r y ) . Social customs were r i d i c u l e d o f t e n and 
without mercy. Theatre manners f e l l i n t o t h i s category and 
the behavior of the audience at the theatre was o f t e n used 
as subject matter f o r the c a r i c a t u r i s t s . 

As Harlequin had been a r e p r e s e n t a t i v e of comedy f o r 
two hundred years previous, and h i s supposed Greek and Roman 
ancestors symbols of the l i g h t , gay, and laughable, i t seems 
f i t t i n g t h a t our c l e v e r l i t t l e f r i e n d was used repeatedly 
during the b i r t h of cartoon humor. V/hat more l i k e l y c andi­
date f o r a l l u s i o n than the ancient Bergamask rogue? Harle­
quin f i t s w e l l among the high-haired l a d l e s and wigged g e n t l e ­
men of f a s h i o n . His simple and seemingly unchanging appear­
ance provided an e x c e l l e n t f o i l f o r the c a r t o o n i s t s . 

George Paston, I b i d . , p. 9 
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Although by t h i s time h i s importance as a c e n t r a l character 
on the stage had been usurped by more " r e a l i s t i c " gentlemen, 
h i s s p i r i t and usefulness as a comic f i g u r e had not. He 
remained a signpost of humor and h i s presence took away 
s p e c i f i c emphasis and added an Impersonality which made the 
cartoons more acceptable t o those who were wont t o convince 
themselves t h a t i t was not they who were the subject of 
p r i n t e d r i d i c u l e . 

I t i s the costuming of Harlequin i n these p r i n t s t h a t 
w i l l be the primary concern of t h i s study. Although most 
Commedia characters could be i d e n t i f i e d by s p e c i f i c charac­
t e r i s t i c s of t h e i r dress, none has been more c o n s i s t e n t i n 
h i s h a b i t than Harlequin. While Columbine or Puchinello 
have kept r e l a t i v e l y w i t h i n the l i m i t s of the contemporary 
vogue. Harlequin has refused t o allow f a s h i o n t o over­
shadow h i s i n d i v i d u a l i t y . 

Through e a r l y infancy and m o d i f i c a t i o n of s p e c i f i c 
elements of dress. Harlequin's costume has emerged as one 
t h a t i s recognizable by people of every age and every n a t i o n . 
Riccoboni s t a t e s : 

Arlecchino's dress has never been of one s t y l e 
or o f one n a t i o n . I t consists of pieces of r e d , 
bl u e , and green c l o t h cut i n t r i a n g l e s and 
arranged one above the other from top t o bottomj 
a l i t t l e hat which hardly covers h i s shaven head; 



small heelless shoes; and a black mask which has u 
no eyes but j u s t two l i t t l e holes f o r seeing through. 

Although c e r t a i n l y c o l o r f u l , the costume so described was 
not the i n f a n t apparel of Harlequin. I t was, however, a 
r e l a t i v e l y f i n a l form and endured, almost unchanging, u n t i l 
the l a t e seventeenth century. 

Allardyce N i c o l l , Masks, Mimes, and Mi r a c l e s (Londo 
George G. Harrap and Company, 1931), c i t i n g L u i g i Riccoboni, 
pp. 271 and 273-



CHAPTER I I 

CONTEMPORARY DRESS OF THE PERIOD 1740-1820 

C h a r a c t e r i s t i c s of Men's Fashions, 1740-1790 

At the end of the seventeenth century, every d e t a i l of 
the European gentleman's dress was extrerae: wigs were l a r g e 
and e l a b o r a t e l y c u r l e d ; coats were longer w h i l e s t i l l r e t a i n ­
ing a gr e a t amount of the f u l l n e s s and f l a r e of e a r l i e r 
years; and waistcoats were almost as long as the ou t e r 
jacket and both garments nearly h i d the breeches. 

About the middle of the eighteenth century, however, 
the dress of the French gentlemen s h i f t e d from the extreme 
t o the more t a s t e f u l while remaining elaborate and meticulous 
i n d e t a i l . Each a r t i c l e of c l o t h i n g was c u t , sewn, f i t t e d 
and worn i n a s p e c i f i c manner. On the other hand, the 
fashion changes during the e a r l y p a r t of the century were 
less obvious than those of the previous century. The 
changes were gradual r a t h e r than abrupt and consisted of a 
series o f m o d i f i c a t i o n s instead of Innovations. 

By 1740, the gentlemen of France had begun t o consider 
the necessity of simpler dress. Comfort also i n f l u e n c e d 
them i n t h e i r adoption of a ge n e r a l l y less extreme t a s t e . 
Breeches became t i g h t e r as the wide "slops" were abandoned. 

9 
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I n general, Prench fashions were f a i r l y standardized. Coats 
were f u l l and extravagantly cuffed w i t h the l i n e n r u f f l e s of 
the chemise showing beneath them. Waistcoats were almost 
knee-length and were o f t e n made of the same f a b r i c as the 
jac k e t . Stockings, which had p r e v i o u s l y been worn over the 
knee on the outside of the breeches, were now n e a t l y tucked 
under the breeches. Shoes were square-toed and heels were 
at a height l i t t l e d i f f e r e n t from modern men's fa s h i o n s . 

The spreading of fashion from Prance t o the r e s t of 
Europe was a f f e c t e d by dista n c e . There was a l a c k of 
communication because of t r a v e l i n g c o n d i t i o n s and the absence 
of any type of fashion j o u r n a l s . Consequently, the conform­
i t y to f a s h i o n changes was less s w i f t than i n l a t e r times. 

The i n f l u e n c e of Prance on fashions i n England was 
unmistakable and unquestioned u n t i l the end of the eighte e n t h 
century. English gentlemen, while sometimes making fun of 
Prench f a s h i o n s , did not h e s i t a t e to adopt the fashions of 
t h e i r counterparts on the c o n t i n e n t . However, Laver reminds 
us t h a t d u r i n g t h i s time, the tyranny of f a s h i o n was not so 
complete as i t i s at present. 

Since the lower-class Englishman did not have a 
n a t i o n a l " f o l k costume" as d i d the peasantry of the c o n t i n e n t . 

^James Laver, English Costume of the Eighteenth Century 
(London: A. & C. Black, L t d . , 1931}, P-



he was f r e e r t o i m i t a t e the dress of the upper-class 
Englishman. He, too, wore breeches, w a i s t c o a t , and j a c k e t . 
The primary d i f f e r e n c e i n h i s c l o t h i n g was i n f a b r i c and 
ornamentation r a t h e r than i n cut. He was als o d i s t i n g u i s h e d 
by the number of garments he wore. He had t o adapt h i s 
c l o t h i n g t o the work he d i d . Consequently, he was o f t e n 
seen i n Just breeches and s h i r t . His breeches were s i m i l a r 
i n cut t o those of the upper class but were n e c e s s a r i l y 
l o o s e r f i t t i n g . His s h i r t was simple and devoid of r u f f l e s . 

Although the dress of the lower classes of England 
r e f l e c t e d t h a t of the upper c l a s s , the man of lower s t a t u s 
paid less a t t e n t i o n t o d e t a i l s of f a s h i o n . Because of t h i s 
unconcern w i t h fashion's s p e c i f i c d i c t a t e s , the peasantry 
wore clothes t h a t were considered out-dated. Color and 
f a b r i c were not important elements of dress: and the use of 
f i n e m a t e r i a l s was not p r a c t i c a l or p o s s i b l e . 

S p e c i f i c C h a r a c t e r i s t i c s of E n g l i s h 
Men 1s Dress, 1740-1790 

Hair and Wigs 
Consideration of wig s t y l e s i s one of the most 

important elements i n a study of period costuming. The 
gentleman of England considered h i s wig as the most impor­
t a n t s i n g l e d e t a i l of h i s dress. Unlike the toupees of 
modern men, the wigs of the gentlemen of e a r l i e r c e n t u r i e s 
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were not worn f o r deception, but r a t h e r , f o r f a s h i o n . 
These h a i r p i e c e s were u s u a l l y q u i t e obviously f a l s e and 
could be made of horsehair or even of very f i n e w i r e . 

During the l a t t e r h a l f of the eighteenth century, wigs 
were becoming smaller and more n e a t l y arranged. Although 
the l a r g e r , curled wigs were s t i l l worn, younger men began 
t o pay more a t t e n t i o n to the s t y l e of the wigs. The h a i r 
was o f t e n brushed away from the forehead and f r e q u e n t l y 

7 
revealed the ears. The back of the h a i r was u s u a l l y drawn 
down to the nape of the neck. 

There were many h a i r s t y l e s f o r men t h a t were accepted 
and completely fashionable. The back h a i r was worn i n a 
c l u s t e r of c u r l s by some men. Others p r e f e r r e d to use a 
wig-bag. S t i l l others braided t h e i r h a i r i n t o a s i n g l e p i g ­
t a i l or d i v i d e d i t i n t o two sections which were t i e d or 
braided. A gentleman might wear h i s wig i n almost any way 
he chose. The important t h i n g was the f a c t t h a t he always 
wore h i s wig. 
Hats 

During t h i s period hats were worn, or c a r r i e d , 
because they were a p a r t of the complete o u t f i t of a 

^Helena Chalmers, Clothes On and Off the Stage (New 
York: D. Appleton-Century Company., 192877 P- 207. 

'Lucy Barton, H i s t o r i c Costume f o r the Stage (Boston: 
Walter H. Baker Company, 1835) , P- 334. 
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gentleman. However, perhaps because of the Importance placed 
on wigs, the hat was only a minor element of dress. One 
Important aspect of the hat of the period I s the f a c t t h a t I t 
was becoming more popular as an accessory than as a d e f i n i t e 
piece o f wearing apparel. During t h i s p e r i o d , the hats were 
of modest s i z e . The e a r l i e r vogue f o r l a r g e hats was gone. 

The only type of hat t h a t was popular was the t r i c o r n e . 
I t s v a r i a t i o n s were i n the way i t was worn or c a r r i e d . I t 
could be worn s t r a i g h t , or cocked. This three-sided hat 
f i t n e a t l y under the arm and, c a r r i e d thus, could not muss 
the c a r e f u l l y arranged wig of i t s bearer. 

I n about 1770, some men adopted a more round, brimmed 
hat. I l l u s t r a t i o n s of the dress of l a t e r periods i n d i c a t e 
t h a t t h i s p a r t i c u l a r hat was the predecessor of what l a t e r 
developed i n t o the top hat, a fashion s t i l l i n use f o r formal 
wear. 

S h i r t s and Jackets 
The s h i r t of a gentleman of the l a t t e r h a l f of the 

eighteenth century was not the important element of h i s 
ha b i t t h a t i t i s now. Since a gentleman d i d n o t , under 
o r d i n a r y circumstances, remove h i s coat or w a i s t c o a t , the 
s h i r t was more c l o s e l y r e l a t e d t o an undergarment than a 
piece o f outer apparel. I t was sometimes r e f e r r e d t o as 



the " l i n g e r i e s h i r t . " ^ 
The s h i r t I t s e l f was cut simply, devoid of p a t t e r n or 

deco r a t i o n . The f a b r i c , of course, was a f i n e m a t e r i a l . 
However, the r u f f l e d f r o n t (the Jabot) and the c u f f s were 
usu a l l y of embroidered lawn or e x q u i s i t e l a c e . Since these 
were the only p o r t i o n s of the s h i r t t h a t could be seen, i t 
was important t h a t they be compatible t o the outer a r t i c l e s 
of dress, 

The most important s i n g l e item of apparel was the 
ja c k e t , or coat. This garment was u s u a l l y cut from e i t h e r 
f i n e woolen, s a t i n , or v e l v e t . The s k i r t of the coat was 
r e l a t i v e l y l o n g , reaching t o the knees. The fa s h i o n f o r 
f l a r e d s k i r t s on men's coats was s t i l l popular, though 
c e r t a i n l y not so extreme as i n the previous century. To 
accomplish t h i s s i l h o u e t t e , the lower p o r t i o n of the coat 
was u s u a l l y l i n e d w i t h a s t i f f e n i n g f a b r i c of some type. 
The coat was also adapted t o t h i s f u l l n e s s by i t s cut. The 
s k i r t o f the coat was cut separately from the upper p o r t i o n . 

The w a i s t c o a t , or vest, was an e s s e n t i a l p a r t of a 
gentleman's dress. I n the e a r l i e r p a r t of the century, 
waistcoats had been made of a complimentary c o l o r and f a b r i c 
However, about mid-century, i t became fashionable to have 
j a c k e t , w a i s t c o a t , and tr o u s e r s cut from the same f a b r i c . 

R. Turner Wilcox, The Mode i n Costume (New York: 
Charles Scribner's Sons, 194b), p. 208. 
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I t was p a r t i c u l a r l y fashionable t o have t h i s " s u i t " 
embroidered or. I n l i e u of hand embroidery, made from a 
r a t h e r e l a b o r a t e l y - p a t t e r n e d f a b r i c . Actual photographs 
and sketches of these waistcoats I n d i c a t e t h a t they were 
cut I n a manner s i m i l a r to the coat. The s k i r t s were f u l l , 
although not always l i n e d , and were almost as long as the 
Jacket. They were buttoned down the f r o n t t o about s i x 
Inches below the waist of the wearer, and then hung open. 
However, by about 17^5, waistcoats were s h o r t e r and l e s s 
f u l l . Patterned waistcoats were no longer fashionable and 
the l e n g t h of t h i s garment was now close t o " f I n g e r - t l p . " 
They s t i l l followed the general cut of e a r l i e r v e s t s , b u t , 
because of t h e i r s h o r t e r l e n g t h , were not buttoned so f a r 
below the waist as before. 

Prom approximately 1765-1790, a marked change was 
evident i n men's fashions. A move toward s i m p l i c i t y was 
noticed . The trend toward less d i s t i n g u i s h i n g modes of 
dress among the d i f f e r e n t classes became obvious. I t i s 
i n t e r e s t i n g t o consider the f a c t t h a t , at t h i s time, the 
English began t o be i n f l u e n t i a l i n the realm of f a s h i o n . 
Their Inherent love of s i m p l i c i t y began to spread t o the 
Continent. 

The En g l i s h , w i t h t h e i r love of country l i f e , had 
already e l i m i n a t e d f o r m a l i t y from t h e i r everyday 



c l o t h e s , and thus i t came about t h a t they became 
a d i s t i n c t I n f l u e n c e I n the modish w o r l d . ^ 

There are many explanations f o r t h i s change from 
l u x u r y c l o t h i n g t o simpler garments. Perhaps the most 
l o g i c a l I s the h i n t of the coming I n d u s t r i a l R e v o l u t i o n . 
A few years e a r l i e r , there had been a general Increase I n 
p r o s p e r i t y which r e s u l t e d i n a gradual f i l t e r i n g down of 
lu x u r y t o at l e a s t the upper middle class. By about 1770, 
t h i s f i l t r a t i o n had extended t o most of the middle c l a s s . 
The r e s u l t was t h i s tendency toward plainness i n dress. 

The most apparent changes were evidenced i n the coat 
and w a i s t c o a t . Most of the f u l l n e s s disappeared and the 
coat was p u l l e d f u r t h e r back, a n t i c i p a t i n g the l a t e r " t a i l 
coat." Cuffs of jackets were smaller than i n e a r l i e r years 
and much less conspicuous. The forerunner of the simple 
turned-back c u f f was already evident. To compliment the new 
s i m p l i c i t y of the j a c k e t , the vest became s h o r t e r and more 
cl o s e l y f i t t e d . 

A t t h i s p o i n t , a word should be included i n regard t o 
the e x t r e m i s t s of the p e r i o d . During the f i r s t two t h i r d s of 
the century, the el a b o r a t e , yet r e s t r a i n e d , charm of manners 
and fashions had been c h a r a c t e r i s t i c . However, d u r i n g the 
l a t t e r p o r t i o n of the century, beginning about 1760, the 

9R. Turner Wilcox, I b i d . , p. 220. 



17 

". . . f a t a l step was too o f t e n taken and the charm went 
out of Rococo.""'"0 The elaborateness of decoration reached 
I t s peak and, consequently, became unmanageable by some. 
Those raost g u i l t y of t h i s "mismanagement" were a group c a l l e d 
the Macaronis. The Macaronis were members of a London club 
whose sole purpose seemed t o be I n d i v i d u a l i t y and non-con­
f o r m i t y . The outward m a n i f e s t a t i o n of t h i s philosophy was 
t h e i r extreme and u s u a l l y r i d i c u l o u s manner of dress. They 
wore wigs of absurd h e i g h t s , l u d i c r o u s l y small hats, s t r i p e d 
stockings, loud c o l o r s , and an o v e r - a l l a f f e c t a t i o n of 
"dandiness." Plowers, ribbons, and lace were used i n pro­
f u s i o n . The r e s u l t i n g p i c t u r e was one t h a t seemed even more 
laughable when placed beside the simpleness of the average 
gentleman's dress. Although the Macaronis d i d not i n f l u e n c e 
a large group, they c e r t a i n l y held a d e f i n i t e place i n the 
fashions of the l a t t e r h a l f of the eighteenth century. 

Trousers 
Having l o s t t h e i r s i g n i f i c a n c e as anything o t h e r than 

a necessary item of apparel i n the l a t e years of the previous 
century, men's tro u s e r s were t o remain thus f o r the f o l l o w ­
i n g c e n t u r i e s . During the f i r s t h a l f of the eight e e n t h cen­
t u r y , when coats were long and stockings worn outside the 

Lucy Barton, op. c i t . , p. 301. 
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breeches, a gentleman's tr o u s e r s were bare l y v i s i b l e . 
Throughout the period under c o n s i d e r a t i o n , t r o u s e r s , though 
now more v i s i b l e , remained i n s i g n i f i c a n t . The fa s h i o n of 
having t r o u s e r s and coat of the same f a b r i c has been men­
tioned above. Other than t h i s , no apparent change i n 
tro u s e r s v/as e f f e c t e d . Buttons were sometimes used at the 
knee and, o c c a s i o n a l l y , the pants were f i n i s h e d w i t h a b i t 
of embroidery. Trousers were cut from e i t h e r v e l v e t , l i g h t ­
weight s a t i n , or even doeskin. Colors were not extreme. 
Black was the usual c o l o r , but i t was eq u a l l y fashionable t o 
match the c o l o r of the breeches to the w a i s t c o a t , the outer 
coat, o r both of these garments. 

A f t e r 1770, however, tro u s e r s began t o be a l i t t l e 
more important as a fashion d e t a i l of dress. As waistcoats 
g r a d u a l l y became s h o r t e r , the breeches were seen. The r e s u l t 
of t h i s was a fashion f o r impeccably f i t t e d breeches. The 
only change, then, was i n f i t and not i n cut or ornamentation. 

Shoes 
During the e a r l i e r years of the eighteenth century, 

men's shoes were high-heeled, long-vamped, and u s u a l l y had 
a tongue t h a t extended up over the i n s t e p . However, by 17^0, 
shoes, t o o , were beginning t o succumb t o the tr e n d toward 
s i m p l i c i t y . Heels were lower and toes a b i t more po i n t e d . 
Vamps were s t i l l long and covered the i n s t e p . Hlgh-tongued 
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shoes were not I n general vogue. The only d e c o r a t i o n was a 
p l a i n buckle. The more obvious changes i n footwear d i d not 
appear u n t i l the beginning of the D i r e c t o l r e p e r i o d , about 
1790. 

C h a r a c t e r i s t i c s of English Men 1s 
Fashions, 1790-1820 

The change i n fashionable dress was more obvious at 
t h i s time than at any other period i n h i s t o r y . The change 
was not completely abrupt. Few Innovations ever are i n any­
t h i n g as d e f i n i t e as manner of dress. However, beginning 
i n the l a s t decade of the eighteenth century, there was a 
d e f i n i t e s p l i t between the old and the new. 

The French Revolution was the i n s t i g a t o r of t h i s 
change. The Revolution a f f e c t e d a l l areas of s o c i e t y i n c l u d ­
i n g economics, c u l t u r e , manners, and mode of dress. The 
subsequent decline of the a r i s t o c r a c y led the gentlemen of 
France toward the s i m p l i c i t y t h a t the Englishmen had already 
begun t o adopt. There were many reasons f o r t h i s new 
approach t o manner of dress. Because most of the French 
a r i s t o c r a c y were forced t o leave t h e i r homes and t h e i r e s t a t e s , 
there was a lac k of money t h a t could be spent on elaborate 
c l o t h i n g . Another f a c t o r was the change i n s o c i a l l i f e and 
r e c r e a t i o n a l a c t i v i t i e s . Gone were the extravagant c o u r t 
a f f a i r s t h a t had p r e v i o u s l y been the n a t u r a l h a b i t a t f o r 
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fancy, and f a n c i f u l , dress. Ornamentation i n dress 
disappeared. Embroidery and elaborate f a b r i c s were no longer 
used. The e f f e c t desired was one of plainness and i d e n t i f i ­
c a t i o n w i t h the middle-class man. This s i m p l i c i t y was prac­
t i c a l l y a necessity, " . . . f o r anyone whose outward appear­
ance brought him under suspicion of being an a r i s t o c r a t went 
i n danger of h i s l i f e . " 1 1 

The Englishmen had already adopted the s i m p l i c i t y t h a t 
was now necessary f o r the Frenchmen. Consequently, the 
leadership i n the area of men's fashions switched from France 
to England. This leadership can be traced t o the D i r e c t o l r e 
period and has e x i s t e d unquestioned since t h a t time. 

The dress of the lower classes of England did not have 
to change i n order t o c o - e x i s t w i t h the f a s h i o n of the upper-
class gentleman. The working man of both France and England 
had, of course, always dressed c o n s e r v a t i v e l y , and, w i t h the 
advent of uniform s i m p l i c i t y , the man of lower s t a t i o n was 
even l e s s recognizable than before. The minor exception t o 
t h i s was i n f a b r i c s e l e c t i o n . Fabrics were selected accord­
i n g t o i n d i v i d u a l means. However, s a t i n and v e l v e t were not 
used, even i f one could a f f o r d them. 

1 Carl Kohler, A H i s t o r y of Costume (New York: 
G. Howard Watt, 1929), p. 374. 
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Hair and Wigs 
The vogue f o r s i m p l i c i t y a f f e c t e d t h a t most important 

element of a man's dress--his wig. The use of wigs s t a r t e d 
t o d e c l i n e a f t e r about 1780. By l800, almost a l l men had 
abandoned the wig and accepted the wearing of t h e i r own h a i r . 
Some men s t i l l f o llowed the fashion of powdering the n a t u r a l 
h a i r . However, t h i s fashion was almost completely e x t i n g u i s h e d 

12 
by the l e v y i n g of a tax on h a i r powder by P i t t i n 1795-
The general r u l e was n a t u r a l h a i r , unpowdered and o f t e n 
unarranged. 

There were several h a i r s t y l e s which were popular and 
acceptable. Some men wore t h e i r h a i r i n what might be des­
cribed as a "Dutch bob." The h a i r was combed downward and 
cut s t r a i g h t around the head at a le n g t h a l i t t l e below the 
ears. Other men p r e f e r r e d longer h a i r which could be arranged 
s t r a i g h t down at the sides and then p u l l e d back, e i t h e r f r e e 
or t i e d . The most popular h a i r s t y l e , and t h a t which endured 
f o r the longest period of time, was a f a i r l y short one. The 
back of the h a i r was cropped r e l a t i v e l y short and allowed t o 
escape i n whatever d i r e c t i o n i t chose. However, by the t u r n 
of the century, the w i l d h a i r s t y l e was modified so t h a t the 
h a i r l a y closer to the head. The long side-burns and loose 

James Laver, English Costume of the Eighteenth 
Century, op. c i t . , p. 867 
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locks over the forehead remained i n vogue u n t i l p r a c t i c a l l y 
the middle of the nineteenth century. 

Hats 
With the diminished importance of wigs, men's hats 

began t o come i n t o s t y l e once more. Where the size and care­
f u l arrangement of wigs had discouraged the wearing of hats , 
the d i s c a r d i n g of wigs brought hats i n t o f a s h i o n again. The 
bi c o r n e , or m i l i t a r y - t y p e h a t , was favored by some men—but 
the most popular hat was the beaver. 

This hat was gr a d u a l l y becoming the accepted f a s h i o n 
and was t o remain thus f o r a long time. The high-crowned 
"top h at" was o f t e n made of beaver. The br i m was of conser­
v a t i v e size and the hat was u s u a l l y void of d e c o r a t i o n . By 
about 1815, f e l t was beginning t o be as popular as beaver f o r 
men's hats and, e v e n t u a l l y , t h i s more p r a c t i c a l and economical 
f a b r i c replaced beaver. 

Jackets 
The coat of men's s u i t s was one of the f i r s t items t o 

be a f f e c t e d by the change i n f a s h i o n . I n the beginning of 
the D i r e c t o l r e p e r i o d , many d i f f e r e n t s t y l e s were acceptable 
and e x i s t e d simultaneously. One type of coat was cut 
s t r a i g h t across at the waist w i t h square t a i l s i n back. ( T h i s 
s t y l e , w i t h the t a i l s of extremely long l e n g t h , was adopted 
by the Incroyables, the French counterparts of the above-
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mentioned Macaronis.) Another s t y l e was a single-breasted 
one which was g r a d u a l l y sloped backward t o form the t a i l s . 
The double-breasted coat soon became the most popular f o r 
gentlemen of the p e r i o d . This coat could be worn i n three 
ways. I t could be buttoned t o the neck and f i n i s h e d w i t h 
a high, turned-over c o l l a r or i t could be buttoned j u s t near 
the w aist and the upper p o r t i o n turned back i n t o l a r g e r e v e r s . 
Often, a man l e f t t h i s coat completely unbuttoned. One 
other type of coat t h a t remained i n p o p u l a r i t y was t h a t 
worn by m i l i t a r y o f f i c e r s . This resembled the s l o p i n g coat 
of the beginning of the p e r i o d . M i l i t a r y coats were more 
e l a b o r a t e l y trimmed than those worn by c i v i l i a n s . 

The f i n a l change i n men's jackets was i n evidence by 
the beginning of the new century. A l l other s t y l e s had given 
way to the coat which was cut s t r a i g h t across at the w a i s t 
i n f r o n t . The t a i l s were cut separately and hung down only 
i n the back. This "cut-away" coat was the accepted mode 
u n t i l almost mid-century. During the f i r s t q u a r t e r of the 
century, the basic shape of t h i s coat p e r s i s t e d w i t h m o d i f i ­
cations i n sleeves and c o l l a r s . 

Trousers 
Men's tro u s e r s had remained r e l a t i v e l y the same f o r 

a number of years p r i o r t o the end of the century. The neat. 
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c l o s e - f i t t i n g breeches were j u s t long enough t o cover the knee. 
During the l a s t ten years of the eighteenth c e n t u r y , breeches 
had g r a d u a l l y been lengthened. At f i r s t , these longer 
breeches were considered r a t h e r unseemly. However, by 1797, 
when Prederick W i l l i a m I I I of Prussia appeared i n long 

IS 
trousers at the baths of Pyrmont, ^ trousers had been 
accepted by a l l but e l d e r l y gentlemen. By 1815, breeches 
were almost never seen i n p u b l i c . Long tr o u s e r s were the 
accepted apparel. 

The t r o u s e r s could be loose or c l o s e l y f i t t e d . The 
cl o s e l y f i t t i n g t rousers seem t o have been more popular 
during the f i r s t few years of the century. I f a gentleman 
who selected the t i g h t l y f i t t i n g t r o users was r a t h e r meagerly 
endowed, he simply padded h i s claves to present a more a t t r a c ­
t i v e f i g u r e . The trousers were o f t e n buttoned from the knee 
down i n order t o provide a neater f i t . 

The looser f i t t i n g t r o u s e r became more popular, how­
ever, a f t e r about 1815 and, by 1820, the extremely t i g h t 
t r o users were no longer worn. The most fashionable f i t i n 
tr o u s e r s was a median between the very t i g h t and the very 
loose. They were w e l l - f i t t i n g and were g e n e r a l l y held secure 
by straps under the f e e t . 

^Max von Boehm, Modes and Manners of the Nineteenth 
Century, T r a n s l a t i o n by M. Edwardes (London: J. M. Dent 
and Company, V o l . I , 1909), P- 177. 
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Shoes 
The most r a d i c a l change i n shoes of the pe r i o d 

occurred when men began t o wear boots as general apparel. 
This fashion was adopted about the t u r n of the century and 
remained f o r approximately a decade. The boots were almost 
knee-high and of several d i f f e r e n t s t y l e s . Some men pre­
f e r r e d a cuffed boot, while others favored a slimmer s t y l e . 
This s l i m boot could be g r a c e f u l l y curved at the top and 
f i n i s h e d w i t h t a s s e l s . Even a f t e r 1810, boots were s t i l l 
worn. However, they were now worn under the t r o u s e r s and 
thus presented the e f f e c t of low shoes. The previous 
fashion t h a t c a l l e d f o r the boots t o be worn on the outside 
of the t r o u s e r s was no longer e v i d e n t . 

The simple f l a t pump also remained f a s h i o n a b l e . This 
shoe was h e e l l e s s , or nearly so. When worn w i t h breeches 
( s t i l l sometimes seen at c o u r t ) , i t resembled a dancing 
s l i p p e r . The low-vamped s l i p p e r could also be worn w i t h 
t r o u s e r s . Another shoe, which g r e a t l y resembled a modern 
man's shoe, was also worn w i t h t r o u s e r s . This shoe was some­
times t i e d w i t h short shoelaces. 

Women's Dress from 1740-1820 

Perhaps the most i n t e r e s t i n g p o i n t of women's dress 
was the extreme v a r i a t i o n s t h a t appeared w i t h i n the pe r i o d . 



26 

1740-1820. From the hoop-skirted, square-necked gown, through 
the period of the watteau-backed sacque, to the f r a n k l y 
immodest " c l a s s i c " gown of the e a r l y nineteenth century, 
women's fashions ran the le n g t h from charming t o r i d i c u l o u s . 

The degree of f e m i n i n i t y e x i s t e d i n the very f u l l 
s k i r t and medium decolletage. The s i m p l i c i t y t h a t f o l l o w e d 
a f t e r the Revolution saw women's garments a f f e c t i n g the two-
piece masculine mode of jacket s w i t h s k i r t s . The D i r e c t o l r e , 
however, brought a r e t u r n to f e m i n i n i t y t h a t threatened t o 
go beyond the bounds of decency. Necklines became lower and 
lower w h i l e w a i s t l i n e s were r a i s e d t o a p o i n t r i g h t under 
the bust. The t o t a l e f f e c t was one t h a t l e f t l i t t l e doubt 
as t o the sex of the wearer! 

The " r e t u r n - t o - t h e - a n c i e n t s " school advocated what 
l a d i e s o f the day thought had been the Greek s t y l e of dress. 
This included transparent gowns over f l e s h - c o l o r e d t i g h t s 
and laced sandals. P r a c t i c a l i t y seemed to have no place i n 
fashion as these t h i n garments were worn even i n w i n t e r and 
the only p r o t e c t i o n against the weather was a sh o r t spencer 
j a c k e t . 

By 1820, f o r t u n a t e l y , women's s t y l e s had s e t t l e d t o 
a f a i r l y charming, p r a c t i c a l p a t t e r n . W a i s t l i n e s were h i g h , 
but not nearly so high as before. Necklines were low, but 
not immodest. The charm of the Romantic pe r i o d was beginning 
t o be e v i d e n t . 



CHAPTER I I I 

ARLECCHINO--IN CHARACTER AND DRESS 

Theories Concerning the O r i g i n of Arl e c c h i n o 

The character of Arlec c h i n o , who I s one w i t h Harlequin, 
has heen dissected by scholars f o r the past two c e n t u r i e s . 
He has been studied w i t h c e r t a i n l y as much i n t e r e s t as any 
h i s t o r i c a l f i g u r e . Many t h e o r i e s concerning h i s o r i g i n have 
been suggested, accepted as e s t a b l i s h e d , and then, i n t u r n , 
r e j e c t e d as h y p o t h e t i c a l . His etymology has given r i s e t o 
many f a s c i n a t i n g legends concerning h i s b i r t h and c h i l d h o o d . 1 ^ 

X HOne of the most I n t e r e s t i n g legends i s one 
recounted by Joseph Spencer Kennard i n Masks and Marionettes 
(New York: The Macmillan Company, 193577 ^ 

The etymology of "Arlecchino" i s d i s p u t e d . Some 
believe a Zanni p l a y i n g the p a r t i n Paris at the time of 
Henry I V was under the patronage of A c h i l l e de Harley and 
ca l l e d h i m s e l f "Harlequino." Simone da Bologna was the 
Arlecchino of the Gelosi. I n the n i n t h century, a French 
count Hernequin fought against the Normans, was wounded, 
and died i n h o r r i b l e agony i n the Samer Abbey. Popular 
imagination was impressed by h i s strange death and the 
de s o l a t i o n which h i s c r u e l t y had brought t o nort h e r n France. 
Because of h i s sins God condemned him t o wander w i t h h i s 
companions u n t i l Judgment Day. Thus arose the Hernequin 
or Harlequin legend of a wandering band of s o l d i e r s , which 
was soon fused w i t h t h a t other legend of the cavalcata 
selvaggia, t h a t ghostly band of l o s t souls g a l l o p i n g i n 
the a i r d u r i n g stormy n i g h t s amid r o l l of thunder and noise 
of wind and r a i n . These wandering souls of s i n n e r s , the 
Harlequins, afterwards became d e v i l s , and l a t e r on when 

2? 
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The most widely accepted hypothesis of h i s o r i g i n 
has been the attempt t o r e l a t e him t o the comic buffoons of 
the e a r l y Roman stage. Some h i s t o r i a n s maintain t h a t Harle­
quin can d e f i n i t e l y t r a c e h i s ancestors t o Roman t h e a t r e . 
Ducharte states t h a t " . . . leones, or ' f l a t f e e t ' , of the 
Roman t h e a t r e are p l a i n l y Harlequin's ancestors, and l i k e w i s e 

15 
the phallaphores . . ." Monsieur Ducharte goes so f a r as 
to present a chart which traces the ancestory of Harlequin. 

they had l o s t t h e i r d i a b o l i c a l p e r v e r s i t y they became 
absurd; and i n France as e a r l y as the t w e l f t h century they 
marched t o the sound of many b e l l s w i t h a k i n d of t h e i r own 
who was the Harlequin of " D e v i l " par excellence. L a t e r on 
r e a l men, disguised as Harlequin d e v i l s , covered t h e i r faces 
w i t h grotesque masks, played on trumpets and abandoned 
themselves t o uncouth movements. I n the l a t e s i x t e e n t h 
century, an I t a l i a n a c t o r performing i n Paris assumed the 
name, donned the costume and presented himself before the 
spectators as Zanni Harlequin, the Zanni who should surpass 
a l l the others i n extravagant buffoonery. 

15 
Pierre Louis Ducharte, The I t a l i a n Comedy Authorized 

T r a n s l a t i o n from the French by Randolph T. Weaver. (London: 
George G. Harrap and Company, L t d . , 1929), P. 124. 
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The Pamlly Tree of Harlequin 

The Classic Theatre I n Rome 
The leones, the phallaphores, who may have 
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Many other h i s t o r i a n s accept, w i t h or w i t h o u t m o d i f i c a t i o n s , 
the basic t r u t h of Ducharte's theory. Por the most p a r t , 
however, these h i s t o r i a n s are forced t o q u a l i f y t h e i r f i n d ­
ings w i t h the statements " i t seems p o s s i b l e " , or "evidence 
i n d i c a t e s ." 

16 P i e r r e Louis Ducharte, I b i d . , p. 156. 
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Thelma Niklaus gives a possible reason f o r t h i s 
theory o f Harlequin's o r i g i n . 

The p a t t e r n of humor, as of human experience from 
which i t i s drawn, i s r e p e t i t i v e . The comedy of 
Ancient Greece and Rome, of Medieval England, 
Renaissance I t a l y , or modern Prance, shows the 
same stock types, as i t reveals the common o r i g i n 
of clowns. But Arlecchino cannot be wholly 
explained by t h i s . He transcended a l l other clowns, 
as he transcended h i s f e l l o w masks i n Commedia 
d e l l ' A r t e . They a l l perished, t o be recreated i n 
other times, i n other c o u n t r i e s . Harlequin alone 
cast o f f h i s k i n s h i p w i t h ancient t r a d i t i o n , and 
survived t o become f i n a l l y the enigmatic p e r s o n i ­
f i c a t i o n of the l i f e f o r c e . 

Although Miss Niklaus tends to romanticize her statement, 
her basic idea i s l o g i c a l and, consequently, credulous. 
Comedy I t s e l f has not changed i n essence since the begin­
ning of t h e a t r e ; the type of humor t h a t has been most 
e f f e c t i v e throughout the c e n t u r i e s has been found i n each 
age. This i s the r e p e t i t i v e p a t t e r n to which Miss Niklaus 
r e f e r s . However, merely because there was a comic servant 
present i n e a r l y comedy and there i s a comic servant i n 
modern comedy does not d e f i n i t e l y l i n k the two. Comedy has 
continued t o present the type of character and s i t u a t i o n 
t h a t has been successful i n e a r l i e r times. Even though Har­
l e q u i n has a predecessor i n Roman mimes, i t does not 
n e c e s s a r i l y f o l l o w t h a t t h i s predecessor was also an ancestor. 

'Thelma Ni k l a u s , Harlequin Phoenix or The Rise and 
P a l l of a_ Bergamask Rogue (London: The Bodley Head, 1956), 
p. 24. 



Although there i s a wide d i v e r s i t y of o p i n i o n 
concerning the u l t i m a t e o r i g i n of Harlequin, most scholars 
agree t h a t h i s b i r t h p l a c e was Bergama, a l i t t l e town i n the 
h i l l s of I t a l y . This town was d i v i d e d n a t u r a l l y i n t o an 
upper and a lower s e c t i o n . Supposedly, those people from 
the lower p o r t i o n of the town were known to be f o o l s , w h i l e 
Upper Bergama produced wiser c i t i z e n s . Each s e c t i o n pro­
duced a p a r t i c u l a r Commedia f i g u r e , however--Arlecchino came 
from the lower region and B r i g h e l l a from the upper one. For 
t h i s reason, Arlecchino and B r i g h e l l a were u s u a l l y considered 
as " b r o t h e r s . " 

A r l e c c h i n o conformed t o expected c h a r a c t e r i s t i c s of a 
Bergamask f o o l : he was d u l l - w i t t e d , g l u t t o n o u s , s t u p i d , 
cowardly, lecherous, and even dishonest. His humor was 
coarse t o the p o i n t of obscenity and h i s s t o c k - i n - t r a d e 
included the most p h y s i c a l appeal. A l l of these c h a r a c t e r ­
i s t i c s , once understood, helped t o e x p l a i n Harlequin's use­
fulness as a Commedia character. 

Harlequin W i t h i n the Commedia d e l l ' A r t e 

The Commedia d e l l ' A r t e , or Commedia a l l Improvise, 
was one of the l i v e l i e s t and most c o l o r f u l forms of dramatic 
a c t i v i t y . Begun i n I t a l y d u r i n g the l a t t e r p a r t of the 
s i x t e e n t h century, Commedia grew and f l o u r i s h e d f o r n e a r l y 
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two hundred years. The a c t i o n of t h i s type of comedy was 
b u i l t around stock characters and improvised s i t u a t i o n s . 
Most of these s i t u a t i o n s were comic i n themselves (e.g., old 
Pantalone pursuing the p r e t t y young maid, cowardly Arlecchino 
f i g h t i n g f o r h i s lady) and the type of humor t h a t was r e l i e d 
upon was u s u a l l y coarse, b l a t a n t , and v i s u a l . The stock 
characters were each a stereotype and each complemented the 
other i n order t o form a f a m i l y whose r e l a t i o n s h i p s were 
enhanced by one common purpose--the entertainment of t h e i r 
audience. 

Harlequin was one of the e a r l i e s t members of the 
Commedia f a m i l y , although not the f i r s t . Supposedly, he 
appeared a f t e r Pantalone, Scaramouche, and some of the 

1 o 

others. However, i f the Commedia characters were d i v i d e d 
i n t o " o r i g i n a l " and " a d d i t i o n a l , " Harlequin would d e f i n i t e l y 
be considered as one of the o r i g i n a l group. He f i r s t 
appeared as a Zanni, or type of servant, and i t i s p o s s i b l e 
th a t h i s f i r s t master was Pantalone. 

Pantalone, the o l d , amorously-inclined miser, needed 
a type o f confidant to a i d him i n h i s u s u a l l y f r u s t r a t e d 
ventures. Harlequin appeared as the p e r f e c t comic servant. 
His crudeness and lack of manners added more humor t o the 

i ^ C y r i l W i l l i a m Beaumont, ( m i c r o f i l m ) The H i s t o r y 
of Harlequin (London: 1926), p. x. 
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r i d i c u l o u s s i t u a t i o n s t h a t r e s u l t e d from Pantalone's 
I n d i s c r e t i o n s . 

Harlequin also performed, w i t h some other of the 
Zanni, a more s p e c i f i c f u n c t i o n w i t h i n the scenario of the 
Commedia. Since the comedy was improvised, i t r e l i e d h e a v i l y 
upon the quickness of the actors t o keep i t moving. As a 

r e s u l t o f t h i s r e l i a n c e , the p l o t sometimes became slow and 
labored. Harlequin came to the rescue. He would jump up, 
t o s s i n g i n remarks, performing a c r o b a t i c s , and, i n general, 
p r o v i d i n g " f i l l - i n " a c t i o n . These " l a z z i " ( f r e e l y t r a n s ­
l a t e d as "bag of t r i c k s " ) served two f u n c t i o n s . They were 
comic I n t e r l u d e s and, a l s o , w h i l e they were being performed, 
the characters t h a t were involved i n the p l o t could work 
out t h e i r subsequent dialogue and a c t i o n . 

V a r i a t i o n s i n Costume 

Because of these extraneous f u n c t i o n s and because, 
at f i r s t . Harlequin was not a comedian of w i t , h i s character 
had t o tae recognizable and appreciated p a r t l y by h i s appear­
ance. This v i s u a l impact was such an i n t e g r a l p a r t of 
Arlecchino's character t h a t h i s costume was n e c e s s a r i l y a 
very s i g n i f i c a n t aspect of h i s p e r s o n a l i t y . Many v a r i a t i o n s 
of Harlequin's o u t f i t have been p i c t o r i a l l y represented by 
innumerable sources from 1572 (the e a r l i e s t known representa­
t i o n of Arlecchino by Porbus) t o contemporary likenesses 
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i n Picasso p r i n t s . S p e c i f i c d e t a i l s are sornetirnes m o d i f i e d , 
a l t e r e d , changed, or completely obscured. However, the 
essence of h i s costume has always been recognized by the 
p a t t e r n on h i s basic garment. 

This p a t t e r n was f i r s t seen as i r r e g u l a r patches of 
c l o t h on Arlecchino's basic garment which consisted of t i g h t 
pants and a t u n i c top which reached almost t o the knees. The 
patches appeared as b l o t c h - l i k e appliques. They could be of 
any and every c o l o r and were randomly placed on h i s garment 
w i t h no p a r t i c u l a r attempt at symmetry. The reputed f i r s t 
r e p r e s e n t a t i o n of the Bergamask f o o l (see Pigure 1, page 35) 
showed these patches t o be of various shapes. Another s i x ­
teenth century p i c t u r e showed the patches as leaf-shaped 
i n c l u d i n g the serrated edges. Others i n d i c a t e d spots, 
i r r e g u l a r geometric shapes, or squares. However, regardless 
of the l i t e r a l shape of the patches, the important f a c t 
remained t h a t Harlequin's costume was always recognizable 
by some type of patching. 

Another e a s i l y recognizable element of Harlequin's 
costume was h i s b a t t e . This was a short wooden sword, which 
could be described as an elongated e l l i p s e which narrowed 
at the handle. This object was u s u a l l y tucked i n t o h i s b e l t 
(which, i n c i d e n t l y , was worn q u i t e low on h i s h i p s ) . On 
h i s head, he wore e i t h e r a small f l a t hat or a s k u l l cap 
s i m u l a t i n g baldness. His f e e t were shod i n simple, f l a t -
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heeled shoes t h a t were made of s o f t f a b r i c or p l i a b l e l e a t h e r . 
The masks t h a t were worn by Commedia characters were at 

once t h e a t r i c a l and p r a c t i c a l . T h e a t r i c a l i t y was evidenced 
i n the f a c t t h a t each character's mask enhanced and under­
l i n e d the elements of h i s i n d i v i d u a l p e r s o n a l i t y . The masks 
were p r a c t i c a l i n t h a t they h id the human face of t h e i r 
wearers and thus allowed freedom of expression t h a t might 
not have exi s t e d i f the actors were not disguised. A r l e c c h i n o 
mask serves both these f u n c t i o n s . D r a m a t i c a l l y , the black 
h a l f mask w i t h i t s minute eyeholes, wart on the nose, and 
chin whiskers gave an added impetus t o the character of 
Arlecchino. I t was, at once, s i n i s t e r and laughable. The 
mask, i n i t s apparent i n c o n g r u i t y to Arlecchino's c h a r a c t e r , 
added an a i r of d e v i l t r y t h a t , coupled w i t h h i s b l a t a n t 
a c t i o n s , presented a complete and f a s c i n a t i n g dramatic 
p i c t u r e . 

The o r i g i n of the c h a r a c t e r i s t i c elements of Harle­
quin's costume has been disputed almost as much as the o r i g i n 
of Harlequin h i m s e l f . Prom whence came the patches on h i s 
garment? Why does he wear f l a t b a l l e t s l i p p e r s ? Where d i d 
he f i r s t p i c k up h i s batte? These are questions which have 
plagued scholars f o r c e n t u r i e s . Many answers have been pro­
mulgated. Those who adhere t o the theory t h a t Harlequin's 
u l t i m a t e ancestors were the comics of the c l a s s i c t h e a t r e 
maintain t h a t the patches were i m i t a t i o n s of the spots on 



37 

the t i g e r skins which were worn by the characters i n the 
sa t y r p l a y s . These h i s t o r i a n s have also decided t h a t h i s 
f l a t shoes were remnants of the heelless boots worn by the 
forementioned leones. 

These t h e o r i e s , which were obvious attempts t o s t a b i ­
l i z e Harlequin's etymology, were q u i t e probable and have 
been accepted by many. However, i t i s e n t i r e l y p o s s i b l e 
th a t Harlequin's costume can be r e a d i l y explained i n another 
manner. That i s , t h a t the patches on h i s garment were simply 
c h a r a c t e r i s t i c of a poor man's c l o t h i n g . His b a t t e was pro­
bably a r e l i c of an old walking s t i c k . His f l a t b a l l e t 
s l i p p e r s were a p r a c t i c a l necessity. Because h i s r o l e 
c a l l e d upon him t o perform a c r o b a t i c s , s o f t f l a t shoes were 
a d e f i n i t e asset t o h i s a g i l i t y . This e x p l a n a t i o n of Harle­
quin's costume seems much more l o g i c a l , though a d m i t t e d l y 
not so dramatic. 

Early Costume and Possible Origins 

The audiences t h a t cheered the Commedia and laughed at 
the a n t i c s of Arlecchino and the other characters were not 
p r i m a r i l y i n t e r e s t e d i n the o r i g i n of Harlequin's costume. 
They were, however, i n t e r e s t e d i n the v a r i a t i o n s i n dress 
t h a t appeared d u r i n g the r e i g n of improvised comedy. Por 
approximately the f i r s t s i x t y years of h i s l i f e . H arlequin 
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did not vary h i s costume very much. However, by the middle 
of the seventeenth century, when p a r t i c u l a r a c t o r s began t o 
play the p a r t of Harlequin, h i s dress took on s p e c i f i c char­
a c t e r i s t i c s from each of them. The symmetrical p a t t e r n on 
the basic garment was adopted by a l l of these a c t o r s . 
B i a n c o l e l l i 1 s costume showed Harlequin's dress as t r i a n g u l a r ­
l y patterned w i t h a normal w a i s t l i n e and a l a r g e double r u f f 
around h i s neck. Gherardi p r e f e r r e d to keep the l o n g e r -
waisted t u n i c top and patterned h i s o u t f i t w i t h e q u i l a t e r a l 
t r i a n g l e s w i t h i n bordered squares t h a t were approximately 
e i g h t inches on each side. He wore no r u f f and h i s shoes 
bore contemporary shoe buckles while s t i l l remaining h e e l ­
less . 

Another i n t e r e s t i n g v a r i a t i o n to Harlequin's costume 
was worn by Antonio Thomasso, known as Thomassin. The cut 
of the upper p o r t i o n resembled t h a t of contemporary (c. 1705) 
doublets. The p a t t e r n was not so concise as others and con­
s i s t e d mainly of c o n t r a s t i n g l y - c o l o r e d l i n e s arranged 
t r i a n g u l a r l y . He, too, did not wear a r u f f but used i n s t e a d 
a neckcloth wrapped neatly around and tucked i n t o the high 
c o l l a r of h i s garment. 

An even l a t e r Harlequin, David G a r r i c k (1717-1779), 
adopted t r i a n g l e - w i t h i n - a - s q u a r e p a t t e r n although the squares 
appeared t o be l a r g e r . He wore a l a r g e double r u f f which 
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lay f l a t upon h i s chest. The sleeves of h i s ja c k e t were 
capped above f u l l - l e n g t h sleeves. He wore small h e e l l e s s 
low-vamped s l i p p e r s and did not wear a mask. 

A l l of these costumes were unique and yet each 
followed the general c h a r a c t e r i s t i c s of the previous Harle­
quin's dress. I t was also evident t h a t many act o r s adapted 
t h e i r costumes at l e a s t p a r t l y t o the contemporary s t y l e of 
the period i n which they played. However, the changes i n 
Harlequin's costume when he began to appear as a s a t i r i c a l 
f i g u r e o f f e r e d even f u r t h e r v a r i a t i o n s . 



CHAPTER IV 

HARLEQUIN'S COSTUME IN SATIRICAL PRINTS 1740-1820 

The e a r l i e s t r e p r e s e n t a t i o n of Harlequin d u r i n g the 
period o f 1740-1820 showed him i n h i s n a t u r a l h a b i t a t — o n a 
p l a t f o r m stage (Pigure 2, page 4 l ) . He i s seated at a t a b l e 
and consequently, h i s dress i s d i f f i c u l t t o examine c l o s e l y ; 
however, the p a t t e r n i s recognizable. The p a t t e r n c o n s i s t s 
of symmetrically arranged diamonds which do not appear as 
patches but r a t h e r as a d e f i n i t e p a t t e r n on the f a b r i c . His 
jacket i s s t i l l q u i t e l o n g — a l m o s t t o the h i p s — a n d he wears 
a full-mask instead of h i s o r i g i n a l half-mask. He i s bare­
headed and c a r r i e s no b a t t e . I n t h i s p r i n t . Harlequin wears 
no d i s g u i s e . 

I n another p r i n t , however, (Pigure 3, page 42) Harle­
quin has l e n t p a r t of h i s costume t o a f r i e n d . The character 
represented has none of Harlequin's features or p e r s o n a l i t y . 
The a r t i s t has used one of the elements of the Commedia 
character's costume, namely, the o v e r - a l l p a t t e r n on h i s 
basic garment. However, the p a t t e r n i s non-symmetrical and 
consi s t s of i r r e g u l a r patches t h a t give the impression of 
a p p l i c a t i o n t o the f a b r i c . The character wears a small hat 
which has no c h a r a c t e r i s t i c s t h a t would suggest i t s t h e f t 
from Harlequin. There i s no i n d i c a t i o n of a mask. 
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Pigure 3 2 0 

"Tanney I n the Boghouse" 

2 0No. 2, Appendix. 



Soon Harlequin appears as himself once more. I n a 
p r i n t dated 1745 (Pigure 4, page 44) he i s found w i t h a 
la r g e group of actors on a stage t h a t i s e q u a l l y l a r g e . 
Some of h i s f r i e n d s are Commedia characters but none so 
evident as Arlecchino. His costume i s reminiscent of e a r l i e r 
ones and consists of two basic p i e c e s — J a c k e t and t r o u s e r s . 
The Jacket appears t o be cardigan though no f a s t e n i n g devices 
are represented. He c a r r i e s a b a t t e which i s extremely long 
i n p r o p o r t i o n t o h i s own s i z e . The black f u l l - m a s k i s 
topped by a very small f l a t hat. Harlequin's shoes are high 
on the i n s t e p but f l a t - h e e l e d . 

I n the remaining years before mid-century. Harlequin 
appears again i n s a t i r i c a l p r i n t s (Nos. 4 and 5, Appendix), 
the p a t t e r n on h i s garment i n these p r i n t s , however, i s a 
free-hand r e p r e s e n t a t i o n by the a r t i s t and c o n s i s t s mainly 
of crisscrossed l i n e s t h a t suggest r a t h e r than p i c t o r i a l i z e 
a symmetrical p a t t e r n . I n one p r i n t (No. 4 ) , he wears a 
r u f f at h i s neck and a hat t h a t could be a b i c o r n e , or 
"Napoleonic" type. 

One pantomime t h a t seems t o have been popular both 
i n i t s e l f and as a subject f o r s a t i r e was c a l l e d "Harlequin 
Jumping Down His Own Throat." The episode has been depicted 
by d i f f e r e n t a r t i s t s and appears repeatedly i n c o l l e c t i o n s 
of s a t i r i c a l p r i n t s of the p e r i o d . I n one of these p r i n t s 
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(Figure 5, page 46) dated 1749, Harlequin i s seen encased 
i n a vase t h a t covers the lov/er p o r t i o n of h i s body. His 
garment bears a s m a l l , r e g u l a r p a t t e r n and r u f f l e s are 
v i s i b l e at h i s w r i s t s . His hat i s of modest size and i t s 
brim i s turned up i n the f r o n t . His f a c i a l expression i s 
extremely animated and yet i s represented by a f u l l - m a s k . 

"The T h e a t r i c a l Steel-Yards of 1750" (Pigure 6, 
page 47) i s the t i t l e f o r a s a t i r i c a l p r i n t showing H a r l e ­
quin i n h i s accepted dress. The p r i n t was suggested by the 
acute r i v a l r y between the Covent Garden and Drury Lane 
theatres and, subsequently, between t h e i r r e s p e c t i v e managers. 
Paston e x p l a i n s the cartoon and i t s meanings. 

The r i v a l r y was not lessened when, at the beginning 
of the new year 0.7503, Gar r i c k brought out a pan­
tomime, "Queen Mab," i n o p p o s i t i o n t o Rich, who f o r 
the past t h i r t y years had made a s p ^ c i a l l t e of t h i s 
form of entertainment. The r i v a l pantomimes sug­
gested the subject of a cl e v e r s a t i r i c a l design 
c a l l e d "The T h e a t r i c a l Steelyards, 1750" engraved 
by P a t r i c k O'Brien. This i s a r e p r e s e n t a t i o n of a 
huge s t e e l y a r d suspended from the mask of a s a t r y . 
R i s i n g l i g h i n the a i r on one side are the company 
at Covent Garden, i n c l u d i n g Mrs. Woffington, Mrs. 
Gibber, Quin, and Barry, w h i l e Rich i n h i s Harle­
quin's dress l i e s on the ground on the p o i n t of 
e x p i r i n g from vexation. On the other side G a r r i c k 
i s weighing down the r i v a l company unaided, though 
his h a r l e q u i n . Woodward, i s about t o add Queen Mab 
to the s c a l e . 2 2 

I n t h i s p r i n t the standing Harlequin i s seen i n h i s common 

Paston, op. c i t . , p. 45. 
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t h e a t r i c a l dress. His costume bears the f a m i l i a r t r i a n g l e 
p a t t e r n and presents the appearance of a one-piece garment. 
A modest size b a t t e i s tucked i n t o h i s b e l t and h i s face 
has been darkened to represent h i s mask. A small brimmed 
hat and contemporary shoes complete h i s costume. The cos­
tume worn by Mr. Rich i s s i m i l a r to Woodward's; however, 
he i s wearing a knee-length coat over h i s garment. He wears 
no mask or hat, nor does he carry any type of b a t t e . 

A few years l a t e r , another Harlequin i s seen as a 
character i n a s a t i r i c a l p r i n t (No. 8, Appendix). The 
p r i n t i s e n t i t l e d "The Twelve A l l s " and shows a l a r g e group 
of people, i n c l u d i n g only one woman, i n contemporary dress. 
Harlequin wears a long-waisted, two piece garment w i t h a 
t y p i c a l b a t t e tucked i n t o h i s b e l t . His t r o u s e r s are 
narrow yet are d e f i n i t e l y not t i g h t s . Harlequin's p a r t i ­
c u l a r s i g n i f i c a n c e i n t h i s p r i n t i s not c l e a r . 

Another p r i n t (No. 9, Appendix), which i s e n t i t l e d 
"The Opening of the Carnival at Rome," f i n d s Harlequin 
dancing w i t h Columbine. His costume i s e l a b o r a t e l y t h e a t r i ­
c a l although he wears a contemporary t r i c o r n e hat which i s 
trimmed w i t h f e a t h e r s . This i s one of the few s a t i r i c a l 
p r i n t s t h a t show Harlequin c a r r y i n g h i s money pouch. 

An i n t e r e s t i n g v a r i a t i o n on a Harlequin costume i s 
found i n a p r i n t dated about 1780 (Pigure 7, page 49). The 
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S a t i r i c a l P r i n t 
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o r i g i n of the p r i n t i s d i f f i c u l t t o a s c e r t a i n because i t 
bears a French capti o n and yet i s included i n a group of 
English p r i n t s . The character's elongated-diamond patterned 
garments include a t i g h t l y f i t t e d blouse t h e t i s f i n i s h e d 
at the hem w i t h a "petaled" e f f e c t . This t r i m i s repeated 
i n a c o l l a r e n c i r c l i n g h i s neck. His h i g h , pointed hat i s 
patterned w i t h the same m u l t i - c o l o r e d diamonds as h i s pants 
and blouse. A l o n g , s l i m b a t t e completes h i s ensemble. 
This Harlequin resembles a medieval j e s t e r and yet h i s cos­
tume i s d e f i n i t e l y r e l a t e d t o the Commedia character. 

A p r i n t (Figure 8, page 51) t h a t i s dated about the 
same time as the above-mentioned p i c t u r e shows Harlequin as 
a very d i f f e r e n t p e r s o n a l i t y . His basic garment, which i s 
fastened w i t h l a r g e b a l l - l i k e buttons down the f r o n t of the 
blouse, i s recognizable by a small symmetrical p a t t e r n . His 
hat has a low, rounded crown and a very l a r g e brim. He 
c a r r i e s a batte t h a t i s very close t o a modern baseball bat 
i n i t s shape. His shoes are laced up the i n s t e p and decorated 
w i t h a " b u t t e r f l y " bow. Perhaps the most i n t e r e s t i n g f e a t u r e 
of t h i s Harlequin i s h i s full-mask w i t h a b i t of n a t u r a l 
h a i r showing at the nape of h i s neck. The g r i n n i n g face 
and upturned nose present a p i c t u r e t h a t i s a t once charming 
and l u d i c r o u s . 

There are three other p r i n t s t h a t can be placed i n 
t h i s decade of the eighteenth century (Nos. 12, 13, and 14; 
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Appendix). However, the p a t t e r n on the garments of these 
three Harlequins has been sketched only vaguely by the r e ­
spective a r t i s t s . Of the t h r e e , one wears a f u l l - m a s k : 
another, a half-mask; and the t h i r d has chosen to del e t e the 
mask from h i s costume. I n two of the p r i n t s (Nos. 12 and 
13), he c a r r i e s a r e l a t i v e l y large b a t t e . Sach of these 
p r i n t s shows Harlequin i n a t h e a t r i c a l s e t t i n g of some type. 

I n a p r i n t dated approximately 1790 (Pigure 9, page 
53), Harlequin appears as the leader of a group of Commedia 
characters. His costume i s randomly spotted r a t h e r than 
g e o m e t r i c a l l y p a t t e r n e d . He wears a long-waisted t u n i c top 
w i t h a pointed b a t t e tucked i n t o h i s b e l t . The shoes which 
he wears are small-heeled and seem t o be laced. He wears a 
mask t h a t covers a l l but the t i p of h i s c h i n . His brimmed 
hat i s r e l a t i v e l y contemporary. The e n t i r e o u t f i t bears an 
extremely close resemblance to the costume worn by the very 
e a r l i e s t Arlecchinos. 

Harlequin appears o f t e n as a character on a stage. 
I n a p r i n t e n t i t l e d "The Manager's Last Kick or A New Way 
to Pay Old Debts," published about 1795, he i s seen w i t h 
some other Commedia characters. A man i n contemporary dress 
i s being lowered through the stage f l o o r by means of a t r a p 
(Figure 10, page 54). Harlequin i s recognized by h i s 
symmetrically patterned o u t f i t t h a t looks as i f i t i s 



53 

Figure 9 2 7 

S a t i r i c a l P r i n t 
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constructed I n one piece. He wears a very small r u f f 
around h i s neck and a half-mask which extends over the back 
of h i s head g i v i n g the e f f e c t of a s k u l l cap. An I n t e r e s t i n g 
v a r i a t i o n i n h i s b a t t e i s the repeat of the p a t t e r n of h i s 
o u t f i t . He wears p l a i n f l a t shoes t h a t do not appear t o be 
laced o r t i e d . 

Two p r i n t s dated about the t u r n of the century (Nos. 
17 and 18, Appendix) give two s t i l l d i f f e r e n t p i c t u r e s of 
Harlequin. I n one of these p r i n t s , he has l e n t j u s t one 
element of h i s dress t o a Peruvian s o l d i e r : the p a t t e r n i s 
sketched l i g h t l y on the upper p o r t i o n of the s o l d i e r ' s gar­
ment. I t i s d o u b t f u l t h a t t h i s character i s r e l a t e d t o 
Harlequin. The other p r i n t shows Harlequin as a gentleman 
w i t h h i s wig t i e d i n a queue at the nape of h i s neck. His 
costume bears a symmetrical diamond p a t t e r n w i t h v e r t i c a l 
l i n e s imposed upon the p a t t e r n . He c a r r i e s a square-ended 
b a t t e and h i s mask extends from the crown of h i s head over 
his forehead, and stops at h i s nose. This p r i n t , which shows 
a l a r g e group of people i n various types of costumes, i s 
d i f f i c u l t t o decipher as t o i t s s i g n i f i c a n c e . 

One of the most c l e v e r t h e a t r i c a l cartoons appears 
as Pigure 11, page 56. The p r i n t i s labeled " D i l l e t a n t i 
T h e a t r i c a l s - o r - A Peep at the Green Room" and i s dated 1803. 
The p i c t u r e shows a group of actors and actresses i n various 
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stages of dress and r e h e a r s a l . Musicians, f a t l a d i e s , 
a c t o r s - - a l l are represented. Dominating the p i c t u r e i s 
Arlecchino who has now become a b a l l e t dancer. His o u t f i t 
resembles a one-piece garment cut t o c l o s e l y conform t o the 
body. The p a t t e r n i s composed of symmetrically placed d i a ­
mond shapes w i t h wide l i n e s d e l i n e a t i n g the p a t t e r n . His 
b e l t , which i s placed at the n a t u r a l w a i s t l i n e , i s made of 
the same f a b r i c and seems t o be a l e n g t h of m a t e r i a l wound 
around h i s w a i s t . A small b a t t e i s tucked i n t o t h i s g i r d l e . 
He wears no hat but holds a hat of n o n d i s t i n g u l s h a b l e shape 
high over h i s head. A s k u l l cap covers the back of h i s 
head although h i s n a t u r a l h a i r escapes i n locks over the 
forehead and as sideburns. The c o l l a r of h i s garment r i s e s 
high under h i s chin and he wears a stock wrapped about h i s 
neck. Sof t b a l l e t shoes t h a t are t i e d w i t h bows add t o the 
o v e r - a l l charm of t h i s dancing Harlequin. 

The f l a t shoes are also worn by Arlecchi n o i n a p r i n t 
published about the same time (Figure 12, page 58). The 
basic costume of t h i s character i s s i m i l a r i n cut t o t h a t 
mentioned above; however, the p a t t e r n found on t h i s garment 
i s i r r e g u l a r r a t h e r than symmetrical. He wears a r u f f l e d 
c o l l a r which l i e s f l a t against h i s chest. The two most i n t e r ­
e s t i n g d i v e r s i o n s i n t h i s costume are h i s hat and h i s b a t t e . 
He wears an ou t l a n d i s h m i l i t a r y hat trimmed w i t h a f e a t h e r 
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and h i s b a t t e i s used a s a sign t h a t reads " I n v i n c i b l e . " 
Harlequin i s p i c t u r e d w i t h a clown and appears r i d i c u l o u s 
even when compared t o t h i s clown. 

Harlequin appears again a few years l a t e r . He i s 
accompanied by others i n h i s Commedia f a m i l y and the e n t i r e 
group i s "Preparing f o r a Masquerade" (Pigure 13, page 60). 
The costume chosen by Harlequin represents a s t y l i z a t i o n 
t h a t has not been evident before t h i s time. His basic gar­
ment i s patterned w i t h elongated diamond shapes t h a t seem t o 
be of many c o l o r s . He i s dressed i n a two piece costume 
which c o n s i s t s of a hlgh-waisted, b e l t e d top and ankle l e n g t h 
t r o u s e r s f i n i s h e d w i t h a rov; of buttons at the bottom. A 
mask, small b a t t e , and f l a t shoes complete h i s costume. I n 
t h i s p i c t u r e . Harlequin i s more s i g n i f i c a n t l y a t h e a t r i c a l 
character than a s a t i r i c a l f i g u r e . 

I n 1807, a s a t i r i c a l p r i n t was published which used 
only the s p i r i t of Harlequin r a t h e r than h i s character. 
The p r i n t shows a three-headed animal wearing a H a r l e q u i n -
patterned "sweater." A f o u r t h head r i s e s from the monster's 
back and t h i s head i s wearing a bicorne hat and an eye mask. 
The design r e f e r s to Beaumont and F l e t c h e r although the 
s p e c i f i c s a t i r e depicted i s not c l e a r (No. 22, Appendix). 

I n a p r i n t t h a t can be dated about one year l a t e r . 
Harlequin appears as a very f a t character wearing a t r i a n g u ­
l a r patterned o u t f i t (Figure 14, page 6 l ) . The p r i n t . 
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labeled "The C o n s t i t u t i o n a l Squad--Opposltion Advancing t o 
Attack," has p o l i t i c a l s i g n i f i c a n c e and Harlequin i s being 
used f o r the comic emphasis t h a t h i s presence lends t o a 
s i t u a t i o n . This Harlequin i s shown p u l l i n g a l a r g e cannon. 
He wears a wig t i e d i n back i n the contemporary f a s h i o n . 
His face i s uncovered but the very l a r g e nose gives an appear­
ance so l u d i c r o u s as to i n d i c a t e i t s r e l a t i o n s h i p t o e a r l i e r 
masks. He c a r r i e s a long b a t t e which, as u s u a l , i s tucked 
i n t o h i s b e l t . His shoes are f l a t - h e e l e d though high on 
the i n s t e p and seem t o be decorated v/ith some type of orna­
ment . 

Harlequin appears f r e q u e n t l y as a c h a r a c t e r on a f a i r 
stage. He i s seen i n t h i s environment i n a p r i n t dated 1808 
(No. 24, Appendix), which i s a s a t i r i c a l r e p r e s e n t a t i o n of 
"St. Stephens F a i r . " The stage on which he appears bears a 
placard reading "A New Way t o Pay Old Debts" which i n d i c a t e s 
a s i g n i f i c a n c e s i m i l a r t o an e a r l i e r p r i n t published i n 
1795 (No. 16, Appendix). U n f o r t u n a t e l y , the f i g u r e of Harle­
quin i s extremely small i n t h i s p r i n t and i s recognizable 
p r i m a r i l y by h i s patterned garment and by h i s stance which 
i s very c l o s e l y i d e n t i f i e d w i t h the e a r l i e s t r e p r e s e n t a t i o n s 
of c h a r a c t e r i s t i c poses of Arlecchino. 

I n 1809, a p r i n t was published e n t i t l e d "Blowing Up 
the Pic Nic's or Harlequin Quixotte A t t a c k i n g the Puppets," 
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Harlequin appears as the same type of character as I n the 
p r i n t mentioned above (No. 23, Appendix). He i s a very 
r o u n d - b e l l i e d o l d e r man and wears a one piece costume t h a t 
i s patterned w i t h small diamonds arranged i n a symmetrical 
manner (Pigure 15, page 6k). The garment does not show a 
d e f i n i t e break between blouse and trousers although he does 
wear a b e l t t h a t i s made of the same f a b r i c and p a t t e r n as 
the garment. A cord i s looped through the b e l t . His h a i r 
i s not extremely w e l l - d e f i n e d but could be a r e p r e s e n t a t i o n 
of a wig of an e a r l i e r p e r i o d . He c a r r i e s a bicorne hat 
and h i s eyes are disguised by a small, dark mask. His f l a t 
shoes are trimmed w i t h small ornaments. He i s accompanied 
by Scaramouche and they are engaged i n blowing up a stage 
of puppets. The e n t i r e p i c t u r e represents the epitome of 
Harlequin's a b s u r d i t y . 

During the same year. Harlequin appears i n a drawing 
t h a t i s t i t l e d " T h e a t r i c a l Mendicants Relieved—Have p i t y 
upon a l l our aches and wants." Harlequin i s not a c e n t r a l 
f i g u r e i n t h i s p r i n t (No. 26, Appendix). Again, the p a t t e r n 
i n h i s garment has been merely suggested by the a r t i s t . He 
wears a black half-mask. Another p r i n t t h a t could have been 
published at approximately the same time (No. 27, Appendix) 
shows a m i l i t a r y f i g u r e r i d i n g a horse through a rough sea. 
Harlequin i s seen i n the p i c t u r e although h i s connection t o 
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the s a t i r e I n the p r i n t i s not c l e a r . He seems t o be chained 
to something. The most i n t e r e s t i n g feature of t h i s p a r t i c u l a r 
Harlequin i s h i s bald head . He wears no hat or wig and only 
a small c i r c l e of h a i r i s v i s i b l e . 

I n 1810, Harlequin appears wearing a l a r g e , misshapen 
m i l i t a r y type hat t h a t i s u s u a l l y associated w i t h Napoleon 
(Pigure 16, page 66). The p a t t e r n on h i s garment i s extremely 
dark and i s of only two c o l o r s . This p a t t e r n i s best des­
cribed as a check board composed of small diamond patches. 
He i s w i t h o u t h i s b a t t e but a broken sword l i e s at h i s f e e t . 
An i n t e r e s t i n g element of the contemporary f a s h i o n i s evidenced 
i n h i s knee-length tasseled boots. The e f f e c t presented i s 
one of a m i l i t a r y f i g u r e who has been shown i n Harlequin's 
basic garment i n order t o appear r i d i c u l o u s and comic. 

A f a t Harlequin i s the prime subject of a p r i n t t h a t 
can be dated at approximately the f i r s t decade of the n i n e ­
teenth century (Pigure 17, page 67). His appearance i s very 
s i m i l a r t o the Harlequin mentioned i n p r i n t No. 23 and 
i n d i c a t e s s i m i l a r i t y of a r t i s t s and subject matter. Harle­
quin c a r r i e s a b a t t e which reads "Dramatic L o y a l t y " and 
also holds a s h i e l d . The basic garment i s patterned 
although the trousers look as though they are t a t t e r e d and 
f a l l i n g down on h i s h i p s . There are c e r t a i n m i l i t a r y aspects 
of h i s dress v i s i b l e i n c l u d i n g h i s hat and h i s s o f t l y c u f f e d 
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boots. He appears t o be warding o f f an a t t a c k of some s o r t 
although, from the general c o n d i t i o n of h i s garments, he 
does not seem t o have been successful. 

I n two other p r i n t s dated about the same times (c. 1810-
1815), Harlequin has l e n t only the p a t t e r n of h i s garment t o 
other c h a r a c t e r s . One of these i s wearing a robe which 
resembles t h a t of a s t a t e o f f i c i a l and only the sleeves and 
the bottom of h i s trousers show the Harlequin p a t t e r n . He 
c a r r i e s sorae type of s t i c k t h a t could be the o f f s p r i n g of a 
b a t t e . The other p r i n t (No. 32, Appendix) i s d e f i n i t e l y 
p o l i t i c a l i n s i g n i f i c a n c e and the most v i s u a l elements of 
h i s costume, i n c l u d i n g an outrageously large m i l i t a r y hat 
and a huge sword, i n d i c a t e a r e l a t i o n s h i p t o a m i l i t a r y 
f i g u r e . The p a t t e r n i n h i s garment i s spotted, although 
the c o l o r i n g i s not too c l e a r . The emphasis i s on the char­
a c t e r i s t i c s of Harlequin r a t h e r than upon h i s s p e c i f i c per­
s o n a l i t y . 

I n Figure 18, page 69, Harlequin again appears i n an 
aquatic scene. This time he i s rowing a boat and i s dressed 
i n h i s usual costume. The p r i n t , dated 1812, i s lab e l e d 
"Working Over the F l a t s i n Troubled Waters." Harlequin i s 
f a t , wide-eyed, and large-nosed. His basic garment shows no 
break a t the w a i s t l i n e although there i s a row of small 
buttons down the f r o n t of the upper p o r t i o n of the costume. 
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The p a t t e r n consists of f o u r t r i a n g l e s w i t h i n a r e c t a n g l e 
and i s repeated symmetrically over the e n t i r e o u t f i t . Both 
the i n d i v i d u a l t r i a n g l e s and the rectangles which encase 
them are o u t l i n e d w i t h wide borders of a l i g h t e r c o l o r . He 
wears no mask and h i s h a i r i s arranged i n a f a s h i o n s i m i l a r 
to the gentlemen of the p e r i o d . 

At the end of the period (c. 1820), another f a t Har­
le q u i n appears i n a p r i n t t i t l e d "Gratis With the S a t i r i s t . " 
The p a t t e r n i n h i s garment i s s i m i l a r to the one mentioned 
above and i s supplemented by a t r i m down the side of the 
trousers (Pigure 19, page 71)- The garment i s i n one piece 
and has a V-necked top t h a t i s o u t l i n e d by a s m a l l , f l a t 
c o l l a r . He wears a half-mask which extends backwards t o 
cover h i s head. His long rounded b a t t e completes h i s 
o u t f i t . 

Each of the above p r i n t s has been described i n d e t a i l 
i n order t o present a c h r o n o l o g i c a l p a t t e r n of the elements 
of Harlequin's dress i n t h i s group of s a t i r i c a l p r i n t s . 
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CHAPTER V 

CONCLUSION 

Costumes of Harlequin have been varied though s i m i l a r 
throughout the ages. His e a r l i e s t costume has remained 
b a s i c a l l y unchanged since he f i r s t appeared, i n the s i x ­
teenth century, as a f o o l i s h servant from Bergama. Through 
the period of Commedia d e l l ' A r t e a c t i v i t y , a c t o r s s t y l i z e d 
t h e i r Harlequin costumes t o t h e i r i n d i v i d u a l t a s t e s w h i l e 
keeping the recognizable elements of the m u l t i - c o l o r e d gar­
ments. When Harlequin emerged as a s a t i r i c a l f i g u r e , he 
adapted h i s dress but d i d not abandon the c h a r a c t e r i s t i c s 
of costume t h a t were heretofore symbolic of h i s p e r s o n a l i t y . 
The changes i n h i s costume i n various s a t i r i c a l p r i n t s 
i n d i c a t e a d e f i n i t e trend t h a t seems t o have been followed 
by the c a r i c a t u r i s t s of the period under c o n s i d e r a t i o n . I f 
Harlequin himself was used as a supplement t o the s a t i r i c a l 
elements of a drawing i n order t o add humor, he u s u a l l y 
appeared i n a costume t h a t was q u i t e simple and deviated 
l i t t l e from the g e n e r a l l y recognized costume. On the other 
hand, i n p r i n t s t h a t s a t i r i z e s p e c i f i c p u b l i c f i g u r e s , h i s 
costume was enhanced by elements of contemporary dress. 
I f the c a r i c a t u r i s t s were r i d i c u l i n g a known p e r s o n a l i t y 
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the use of Harlequin's basic garment added t o the comic 
e f f e c t . I n these instances, the f i g u r e might wear a con­
temporary hat, a wig, high-heeled shoes, or some o t h e r 
accessory t h a t d e f i n i t e l y i d e n t i f i e d him as a contemporary 
(general or s p e c i f i c ) . 

The changing fashions of the period had l i t t l e e f f e c t 
on the d e t a i l s of Harlequin's dress, except i n the manner 
mentioned above. His garment could be one piece or composed 
of j a c k e t and t r o u s e r s . The f a c t t h a t both versions were 
evidenced i n the s a t i r i c a l p r i n t s i n d i c a t e s t h a t no general 
r u l e was f o l l o w e d . The cut of Harlequin's dress was not 
a f f e c t e d by contemporary fashions. Harlequin changed h i s 
o u t f i t only when the change would add t o the humorous e f f e c t 
he had spent two c e n t u r i e s developing. 
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PRINTS REFERRED TO 

No. OSUTC** Location O r i g i n a l Source A r t i s t Date 

1* F i l m #889, frame 12, 
jacket 8 

B r i t i s h Museum Unknown 1740 

2* F i l m #889, frame 8, 
jacket 8 

ti it 1743 

3* Pilm # 4 8 , frame 19, 
jacket 2 

L i b . of Congress tt 1745 

F i l m #5, frame 6 , 
jacket 2 

Morgan L i b r a r y ti 1747 

5 F i l m #890, frame 5, 
jacket 2 

B r i t i s h Museum 11 1748 

6* F i l m #5, frame 8, 
jacket 2 

Morgan L i b r a r y ti 1749 

7* F i l m #5, frame 9, 
jacket 2 

1! P.O'Brien 1750 

8 Fi l m #890, frame 10, 
jacket 2 

B r i t i s h Museum 1 Unknown 1752 

9 Fi l m #890, frame 16, 
jacket 5 

tt it c.1760 

10* P I T m #880 f-pame 1 1 
jacket 2 

rt 11 c.1780 

11* F i l m #890, frame 9, 
jacket 2 

tl it cJ.780 

12 F i l m #890, frame 1 4 , 
j a c k e t 2 

it 11 1782 

13 F i l m #5, frame 9, 
jacket 6 

Morgan L i b r a r y 11 1784 

1 4 F i l m #5, frame 1 , 
jacket 6 

it 11 1784 

15* F i l m #890, frame 1 , 
jacket 2 

B r i t i s h Museum 11 cJ.790 

16* | Fil m #890, frame 9, 
jacket 1 

tt it 3.1795 
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No. OSUTC** Location O r i g i n a l Source A r t i s t Date 

1 7 F i l m #1466, frame 
ja c k e t 6 

5, L i b . of Congress Unknown 1799 

1 ft I O F i l m #890, frame 
jacket 8 

10, M i i a p i TTTI 11 c .1800 

19 F i l m #1466, frame 
jacket 6 

3, Vj U l l g , l C i3 O 
11 

X U W J 

20* Film #889, frame 
ja c k e t 2 

14, r s n t i s n Museum n l O U j J 

21* F i l m #889, frame 
jacket 1 

5, it 11 c .loup 

22 Film #890, frame 
jacket 8 

1, 11 H 

23* Pilm #890, frame 
jacket 8 

5, 11 11 e 1808 

Pilm #890, frame 
ja c k e t 8 

7, 11 11 1808 

25* Pilm #1466, frame 
jacket 5 

13, L i b of Consre s s J . G i l l -
ray 

1809 

Pilm #1466, frame 
jacket 5 

5, 11 180Q 

27 Pilm #889, frame 10, r l U o f c ; U . I I1 • \J L - L r v 1810 27 
jacket 2 shank 

2o* Fil m #889, frame 
Jacket 2 

15, n c . l 8 l 0 

Pilm #889, frame 13, 1! 11 G 1800-
jacket 2 

13, 
1810 

30 Film #890, frame 
Jacket 8 

9, II II c .1810 

31* Pilm #890, frame 
Jacket 7 

2, 11 II 1812 

32 Pilm #889, frame 
Jacket 3 

6, 1! I I 1815 

33* Pilm #890, frame 
Jacket 3 

16, M 11 C.1820 

* Reproduced i n Chapter IV. 
** The Ohio State U n i v e r s i t y Theatre C o l l e c t i o n , Ohio 

State U n i v e r s i t y L i b r a r y , Columbus, Ohio. Dr. John 
McDowell, D i r e c t o r . 


