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Note to the Reader

This note presents an orientation regarding the editorial procedure used in this dissertation:
e Spelling: American English.

e Jtalics are used to indicate titles of opera and book titles.
Italics are used to specify a genre: Masque, Ballet de Cour, etc., unless the word is used
in a quotation.

e English double inverted commas are used to indicate articles titles.

e French quotations marks are used for quotes.
Quotes are always integrated in the text, even as they are 50 words or more.

Citation style: for early sources, I present diplomatic transcriptions of original
documents, both printed and/or manuscripts. Wherever possible, I have transcribed
documents from original or period edition rather than rely on transcription published
recently. In quoting from printed and manuscript documents, I have chosen to retain
the original capitalization, and punctuation as well as spelling, including reproducing
typographical anomalies. The Latin adverb sic inserted between square brackets after
a quoted word or passage indicates that the quoted matter has been transcribed
exactly as found in the source text, complete with any erroneous or archaic spelling
or other matter that might otherwise be taken as an error of transcription.

Quotes from Italian, French, German and Swedish are translated and when the
context of the section actually quoted is important, the full original sentence is given
in its full length in the footnotes and the part quoted in the text is underlined. Unless
specified otherwise, translations are all my own.

Poetic texts from the librettos, when quoted, reflect early printed editions and have
not been altered to conform to the scores. Occasionally, however, punctuation and
accents have been added to clarify and facilitate the reading, and abbreviations have
been expanded when clarifying the text was needed. In addition, for librettos, the
beginning of each poetic line has been marked by capitalizing its initial letter.

e Notes and Figures are numbered by Chapter.

e Within the footnotes themselves, bibliographical references are always fully supplied,
except when a very short interval has elapsed since the previous reference. The Select
Bibliography at the end of this volume lists printed sources which have been mostly
of use.

e Appendix are online at: http://gilbertblin.cu
Password for download: ledessein (no capital)
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Figure inset: Apollon conseille a Melpomene et a Thalie, de joindre
la pratique a la Théorie, dans I'nsage du Theatre
(Apollo advices Melpomene and Thalia to join practice to Theory in the usage of Theatre)
Etching of 1714 by Bernard Picart (1673—1733) for Francois Hédelin, abbé d’Aubignac. La pratique du théitre,
Amsterdam: Jean Frederic Bernard, 1715.
Leiden, Leiden University Library Print Room.
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Gilbert Rémy Blin — The Reflections of Memory

Foreword

The research presented here is dedicated to my work in staging operas of the
seventeenth and early eighteenth centuries. This exploration aims to show how Historically
Informed staging is in relation with my approach to baroque opera aesthetics. The first
objective of my dissertation is to enable a better understanding of both my creative and
interpretive processes in the operatic field. The main research question I will attempt to answer
in my dissertation can be phrased as follows: how can I, as a post-modern stage director, use
historical research for creative purposes? The title of this dissertation, « The Reflections of
Memory », is the appellation I have been giving to my current approach as an artist and
constitutes a conceptual answer to this question. It found its origins in the different meanings
the noun « reflection » has in English, all of them overpassed by my research.

« Reflection » is known as something, such as an image, that is reflected. The word
originated from old French « reflexion » or late Latin « reflexio(n-) », from Latin « reflex- »:
bent back, and from the verb « reflectere ». Therefore, reflection is « the throwing back by a
body or surface of light, heat, or sound without absorbing it »'. In this first sense this « throwing
back », and my subject, is as « An amount of light, heat, or sound that is reflected by a body or
surface. An image seen in a mirror or shiny surface. A thing that is a consequence of or arises
from something else ». But then again, the word reflection can also express « serious thought
or consideration. » and most notably something that shows, expresses, or is a sign of
something: « An idea about something, especially one that is written down or expressed ».
Finally, the third meaning, which comes from Mathematics « The conceptual operation of
inverting a system or event with respect to a plane, each element being transferred
perpendicularly through the plane to a point the same distance the other side of it », is a good
description of the methodology adopted for my research, as I consider its development as a
matter of space. A second image, a consideration, a transfer process: it is to all these concepts
of my research that the plural of my title references. By associating it with the larger notion of
Memory, I refer to the common understanding that memory is the faculty of the mind by
which information is encoded, stored and retrieved. Besides this literal sense I keep in mind
the rich tradition of the Art of Memory®. In the spirit of the period I study, I also refer to
Mnemosyne, the Greek goddess of Memory and the mother of the nine Muses as my tutelar
figure.

Though the second part of the title leads one, perhaps, to expect a wide-ranging
discussion of some of the more general problems presented by the staging of opera, I have
chosen to write a study that contributes rather less in the way of new theorical understanding
of the Historically Informed Performance phenomenon than it gives a testimony which,
hopefully, makes a contribution on the factual side. This PhD dissertation should be looked at
as a personal expression of a poetics and a practice for the baroque spectacle. Consequently,

!« Reflection » in Oxford Dictionary of English (3 ed.), Edited by Angus Stevenson. Oxford: Oxford University
Press Print, 2010. In this paragraph all quotes are coming from this source.

2 See: Yates, Frances A. The Art of Memory. Chicago: University of Chicago Press, 1966. See also the more
recent: Rossi, Paolo. Logic and the Art of Memory: The Quest for a Universal Langnage, translated with an
introduction by Stephen Clucas. London & New York: Continuum, 2006.

1



Gilbert Rémy Blin — The Reflections of Memory

while the evolution of opera is outlined, little attempt has been made to reexamine the received
knowledge about the development of opera or to test these generalizations in the light of the
practice of this artistic genre: this thesis is not a thesis in musicology. Nevertheless, 1 will
attempt to address some of these questions in the Introduction where I identify and explain
the principles of my approach and in the Conclusion where I review my current findings. My
interest in staging baroque opera and theatre goes back a long time; my work did not start and
will not end with this dissertation.

Ironically, the concept for this project came many years ago when a large production I
was working on was cancelled during its research and design phase, due to financial constraints
faced by the theatre that had commissioned it. In the time vacuum created by this cancellation
of « Practice », I went back to « Theory » and more specifically to the works of the French
writer and encyclopedist Louis de Cahusac (1706-1759) and planned a personal research
project dedicated to his conception of the « Théatre lyrique ». Between 1745, the year of their
first proven collaboration, until his death in 1759, Cahusac wrote the libretti of more than
seven operas for Jean-Philippe Rameau (1683—1764). From 1747, Cahusac’s project appears
to be a comprehensive undertaking that includes a large number of spectacles and theoretical
contributions spread over several years of common work. The relationship between the operas
he created with Rameau and the rest of his writings, has, strangely enough, never been
thoroughly investigated. In a first plan of research, I wanted to try to define this new French
lyrical genre through a literary and contextual study focusing on the staging component, which
seems to be the key to comprehend all of Cahusac’s concepts’.

This idea seemed to be the logical consequence of my previous academic research.
While a student at the Institut ’Etudes Théatrales of the Sorbonne Nouvelle, I constructed
my syllabus with an emphasis on theatre history and stage directing. As part of my master’s
degree, I wrote a « mémoire » dedicated to the staging of the operas of Rameau during the
composer’s lifetime’. The work presented itself as a synthesis of the elements necessary to
Rameau’s operas as the composer had known them. The objective was already, by examining
librettos, scores and iconographic material, to determine their complementary relationships.
Both the French opera theories of the eighteenth century and the concrete conditions of the
representation of operas were taken into consideration, although there was then little hope
that I would be able to implement or even test these findings in a Historically Informed
Performance.

For my « Dipléme d’études approfondies »” year I then chose to extend this research
by broadening my thinking to theatre architecture of the seventeenth and eighteenth centuries
with the idea of dedicating my future doctoral thesis to the Drottningholms Slottsteater and

3 The Cahusac research found its expression later in two of my publications. In my introduction to: Cahusac,
Louis de and Rameau, Jean-Philippe. Zoroastre, Livret de 1756, présenté par Gilbert Blin. Paris: Académie Desprez,
2005, pp. 7-59. And: Blin, Gilbert. “Le Théatre des Enchantements de Monsieur de Cahusac” in Program 2005,
Drottningholms Shttsteater. Stockholm: Drottningholms Teatermuseum, 2005, pp. 94—104.

4 Blin, Gilbert. “Les Opéras de Rameau: pour un Théatre des Enchantements” (mémoire de Maitrise soutenu a
I'Université de la Sorbonne Nouvelle — Paris III. Paris: Institut d’Etudes Théatrales, 1980).

5 The Diplome d’études approfondies or DEA was a degree in France from 1964 to 2005. It was a postgraduate
degree (diplome de troisieme cycle), aimed to prepare for advanced doctoral studies. In order to award a
government-sanctioned degree (diplébme national) for a DEA, the university had to require its students to
complete a thesis of at least ninety pages with a bibliography based on the students’ original research, and a
thesis defense.
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its collections. Built in 1760, this theatre is a unique historical resource, with original, fully
functional stage machinery and a large collection of original sets. It was then deserving a new
critical approach and during the early stage of this research, it appeared to me that my practical
experience of opera staging could enlighten the understanding of the spectacular modalities of
this theatre. The project was accepted by my supervisor at the Sorbonne Nouvelle, Prof.
Martine de Rougemont (1940-2015), but soon had to be forsaken due to a lack of funds. To
assure my own subsistence, I then abandoned the world of the university to devote myself, by
pursuing intense professional practice, to my artistic career. For several years, my artistic work
developed around the operatic French repertoire of the nineteenth century, but the conditions
of production and elaboration of operatic projects that I encountered, in the major opera
houses I was working for, left me dissatistied on intellectual and artistic levels.

Fortunately, I had the opportunity during this period, thanks to the invitation of
Arnold Ostman (b. 1939), to work many times at the Drottningholms Slottsteater: first as a
language coach, then as an assistant director and finally as a stage director’. This historical
theatre” was then buzzing with activities and debates around the notion of Historically
Informed Performance for the repertoire of the late eighteenth century. As Ostman, then
Artistic Director®, explained in his welcoming words of 1988, the formative year I joined the
Drottningholms Slottsteater as an Intern: « The reason why artistic investigation is done in the
musical field is that we fiddle with the clock and try out the old way of playing. The same
ambition applies to production and style of acting. This is not to be seen as a lack of creativity.
Or a longing to go backward. Rather it is a necessity in an age when the history of learning
begins to be associated with research into future. Not until our age have we discovered how
fruitful that game is ».” These experiences culminated in 1998, with the revival of my
production of O#feo ed Euridice, the agione teatrale of Ranieri de’ Calazabigi (1714-1795) and
Christoph Willibald Gluck (1714—1787). The success of this production at the Drottningholms
Slottsteater, despite the non-creative aspect of the revival of its staging, revitalized in my mind
the need to reexamine the rich historical opera heritage of Drottningholm.

To try to unearth its principles and apply them in live performance, to test their
contemporary relevance, was my purpose when I founded the Académie Desprez, Association
Frangaise pour le Rayonnement du chatean de Drottningholm. By taking the work and life of architect
Louis-Jean Desprez (1743-1804) as a reference'’, the Académie Desprez had the mission to
assert the viability of the musical and theatrical European heritage of the baroque period, and
to explore jointly, in the unique contextual perspective the Drottningholms Slottsteater

6 See: Blin, Gilbert. “Mettre en scene a Drottningholm™ in Lettres Actuelles, N°1-2, Juin—Septembre 1993. Mont de
Marsan: Société de Presse, d” Edition et de Communication, 1993, p. 13.

7 See: A Sovereign Spectacle: Court Theaters of the Eighteenth Century. Photographs by André Costantini. Introduction
by Gilbert Blin. Cambridge (MA): ConstellationCenter, 2011.

8 Conductor Arnold Ostman was the Artistic Director of the Drottningholms Slottsteater from 1980 to 1992.
He was succeeded by singer Elisabeth S6derstrém (1927-2009) from 1993 to 1996, and stage director Per-
Erik Ohrn (b. 1946) followed from 1997 to 2006.

9 Ostman, Arnold. « Dear audiences » in Program 1988, Drottningholms Slottsteater. Stockholm: Drottningholms
Teatermuseum, 1988, p. 11.

10 See: Blin, Gilbert and Trotier, Rémy-Michel. “The Young Desprez’s Years of Apprenticeship, seen against
the abundant background of Architecture in France during the eighteenth century” in Program 2004,
Drottningholms S lotisteater. Stockholm: Drottningholms Teatermuseum, 2004, pp. 141-149,
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provides, its theoretical and practical facts''. From 2000 to 2010, I directed an international
research group composed of several artists and scholars: organizing study visits, overseeing
numerous projects and supporting several productions, by study and publication. A first
contact with Leiden University, where Dr. Cobi Bordewijk invited the Académie Desprez in
2001 to direct a workshop on the theatre of Voltaire (1694-1778), encouraged me to
reconsider the academic world as a possible framework for the full expression of my research'.
The idea that my exploration could find a suitable frame for its theoretical expression was
encouraged by the foundation, that same year, by Leiden University of a new Faculty of
Creative and Performing Arts, with Prof. Frans de Ruiter as Dean, and with the declared
purpose of promoting research in and through artistic practice. From 2008, when the Academy
of Creative and Performing Arts was formalized as a research institute under the Faculty of
Humanities, I was attracted by the idea of a combination of practical and theoretical knowledge
in exploring my hypotheses. But while the theoretical knowledge could be explored in the
solitude of a library, the specificities of opera, which requires for its full existence a large
number of artists from a variety of disciplines, technicians and audience, make a thorough
investigation difficult and multifaceted, but necessary; this is a key issue in the Historically
Informed Performance movement and in the Academy of Creative and Performing Arts.

At the same time, my research found a fertile field of application when, following my
productions of Thésée by Philippe Quinault (1635-1688) and Jean-Baptiste Lully (1632—-1687)
for the Boston Early Music Festival (BEMF) in 2001 and of Psyché by the same composer in
2007, I was invited by this nonprofit organization to experience a long-term artistic residency.
The Boston Early Music Festival, since its foundation in 1980", has promoted the continuing
vitality of Early Music through biennial festivals and exhibitions that attract international
attendees, baroque opera productions, and an annual Boston-area concert series that later
expanded to New York City. As a leading presenter, producer and promoter of the very highest
quality performances, including standard repertoire and newly rediscovered works, BEMIF’s
mission continues to be to give music lovers a renewed understanding and appreciation of the
great music of the past. As BEMF’s Stage Director in Residence from 2008, and then as its
Opera Director since 2013, I was able to dedicate all my time, and work, in research and
practice, to the staging of baroque operas. This unique experience was fruitful on two fronts.

1 Here is a selection of research projects led by the Académie Desprez. See: Blin, Gilbert and Trotier, Rémy-
Michel. “The Young Gallodiet’s Years of Apprenticeship, seen against the background of the abundant
French dance life of the mid-eighteenth century” in Program 2003, Drottningholms Slottsteater. Stockholm:
Drottningholms Teatermuseum, 2003, pp. 81-86. Blin, Gilbert. “Iphigénie en Tauride, I.e Modele frangais de
Guillard et Gluck” in Guillard, Nicolas-Frangois and Gluck, Christoph Willibald. Iphigénie en Tauride, Livret de
1779, présenté par Gilbert Blin. Paris: Académie Desprez, 2004, pp. 9-27. See also: Blin, Gilbert. “How do we
reconstruct the original sets of the first performance of Don Giovannz, Prague, 1787 in Mozart, Don Giovanni,
Program — Opera Mozart, Prague 2006. Prague: Opera Mozart, 2006, p. 12.

12 For an account of the workshop about Voltaire’s theatre with Leiden University, and other contributions by
the Académie Desprez to celebrate the tricentenary of the Leidse Schouwburg, see: Blin, Gilbert and Trotier,
Rémy-Michel. “The Reforms of Lekain, Abstract, in 2001 18th Century Acting Styles” in Bordewijk, Cobi;
Roding, Juliette; Veldheer, Vic. Wat geeft die Comedie toch bemoeijing! De 1eidse Schouwburg, 1705-2005.
Amsterdam: Boom, 2005, pp. 16 & 17.

13 For the history of the foundation of the Boston Early Music Festival, see: Burgess, Geoffrey. Well-Tempered
Woodwinds: Friedrich von Huene and the Mafking of Early Music in a New World. Bloomington (IN): Indiana
University Press, 2015.
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The first was the possibility to attach myself to a stable opera organization. The
professional brief for my residency was expressed in 2008 by Kathleen Fay, BEMI’s Executive
Director: « to ensure long-term thinking for all our opera projects: Festival operatic
centerpieces, annual Chamber Operas, national and international tours, and recordings. »'* The
mission was two years later further defined by Fay during a Planning Retreat organized with
the Board of Directors and Overseers, Artistic Directors and Staff: « Motivating, exacting,
demanding, thorough / Teaching us to function more like an opera company, while respecting
our priority status as the world’s leading festival of Early Music »."” To establish a method of
operating and to cultivate a team of technical experts were also among the tasks of my mission.

The second was the desire of the artistic directors to include a Historically Informed
Practice in the staging of full-scale performances of baroque operas. Since 1995, BEMF’s
intent had been to unearth lesser-known masterpieces and present them « infused with the
latest information on period singing, orchestral performance, scenic design, costuming, dance,
and staging »'°. Under the leadership of Artistic Directors Paul O’Dette and Stephen Stubbs
since 1997, BEMF had already created a brilliant trail of Historically Informed opera
productions for which they had also served as musical directors. Their commitment to the
importance of extending the values of Historically Informed Performance to other
departments other than music was expressed when I was invited to join BEMF’s team: « Most
opera companies assume that historical authenticity is reserved for the music alone, while stage
directors provide innovation by “bringing the opera up to date”. BEMI’s dedication to
examining every element of Baroque opera — music, dance, costume, design, and staging — is
a rare and invaluable attribute for an opera producer. But rarer still are stage directors with the
breadth of knowledge and passion for the subject to make this vision a reality ». Both artistic
directors were describing my research as well fitted to their organization for its ability « to see
the big picture of bringing a Baroque opera to life »."”

My mission was thus twofold: to develop, in close collaboration with my colleagues, a
professional structuring of BEMFI’s opera production system, and to bring the staging to the
same level of Historically Informed Practice that the musical directors were putting at the
center of their artistic work. This conjunction of purposes already made the mission rather
rare, but it is its duration which makes the experience unique. Although the business of opera
(planning, budgeting, casting, etc) is a big part of my daily work, the present dissertation
focuses on the relation of my work with History during the last ten years, as BEMF offered
me a fertile ground for experiments. There, my work and research lead toward these questions:
how to stage baroque operas now? What relationships between the different performing
languages'® are necessary for baroque opera to find an accomplished form on stage? How do

14 Fay, Kathleen. « Boston Early Music Festival appoints Gilbert Blin as Stage Director in Residence ». Press
release dated 15 April 2008, Boston.

15 Fay, Kathleen. PowerPoint presentation for Boston Early Music Festival Planning Retreat. Saturday, 20 February
2010. Internal document.

16 Boston Early Music Festival Mission Statement.

17 Paul O’Dette and Stephen Stubbs in « Boston Eatly Music Festival appoints Gilbert Blin as Stage Ditrector in
Residence ». Press release dated 15 April 2008, Boston.

18 By « performing languages » I mean all the expressive ways an opera production can offer: text and music,
movements and acting, sets and costumes, machines, light, and relations with audiences, the staging being in my
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I conceive the presence of historical elements on stage? These directions will allow to disclose
as many clues of the importance of the process I am trying to account for in this dissertation.

In the 1990s a series of historical articles” that 1 wrote at the invitation of the
Drottningholms Slottsteater started a personal process which found its full development with
the Boston Early Music Festival. For this organization, I made the decision that, for each
production I was staging, I would write texts that would present my research on the piece at
hand to form the main axis of the dramaturgy on which I was building my staging. These texts
were not intended for a specific group, but they were shared in various states of length and
completion, at different steps of the process: first with the team for the staged production
(directors, performers and technicians), then with the audience and ultimately with a larger
public through symposia and conferences. An intellectual and analytical approach of the artistic
product could follow the creative development, but also initiate the interpretive process and
become Poetics or even Aesthetics. For my research I followed, like many of my colleagues in
the Historically Informed Performance field, a methodology somewhat similar to scholar
Randall A. Rosenfeld’s application of experimental archaecology to medieval music
improvisation, exploring « the range of supportable interpretations through performing
them».” My research as a whole developed in different contexts, around different structures,
in the course of varied projects, materialized through various experiments and found a
framework in the Academy of Creative and Performing Arts of Leiden University. This overall
exploration has thus far taken place primarily within four structures:

1. A frame of historical reference for research: the Drottningholms Slottsteater,
Sweden, theatre of the eighteenth century (1766), with which I worked since 1990;

2. A framework for free experimentation, independent of any commercial or
institutional requirements: the Académie Desprez, a French Association that I
founded in 2000 to explore the resources offered by the Drottningholms Slottsteater;

3. A framework for concrete implementation: the Boston Early Music Festival, United
States, where, after being Stage Director in Residence from 2008 to 2013, I am now
Opera Director and where I direct operas of the seventeenth and eighteenth
centuries on a regular basis;

4. A framework for theorizing, sharing and taking part in a more global debate: the
Academy of Creative and Performing Arts at Leiden University in the Netherlands,
where this doctorate was formally started in 2014 for completion in 2018.

To explore my main research question in the present dissertation, I established a corpus
of productions that I staged for the Boston Early Music Festival as from 2007. This corpus

mind the combination of all. See: Kowzan, Tadeusz. Littérature et spectacle. The Hague: Mouton & Co and
Warszawa : PWN - Editions scientifiques de Pologne, 1975, p. 173. See also: Buyssens, Eric. Les Languages et le
disconrs, Essai de linguistique fonctionelle dans le cadre de la sémiologie. Bruxelles: Office de Publicité, 1943, p. 56.

19 See: Blin, Gilbert. “The French Gluck™ in Program 1990, Drottningholms Slottsteater. Stockholm: Drottningholms
Teatermuseum, 1990, pp. 93-96. Blin, Gilbert. “The Gods, The Artist and the Mortal — An attempt to
interpret the Orpheus myth” in Program 1992, Drottningholms Slottsteater. Stockholm: Drottningholms
Teatermuseum, 1992, pp. 105-108. Blin, Gilbert. “Philidor — between Chess and Music” in Program 1995,
Drottningholms Slottsteater. Stockholm: Drottningholms Teatermuseum, 1995, pp. 86—89.

20 Rosenfeld, Randall A. “Performance Practice, Experimental Archaecology, and the Problem of the
Respectability of Results” in Improvisation in the Arts of the Middle Ages and Renaissance, edited by Timothy James
McGee. Medieval Institute Publications. Early Drama, Art, and Music Monograph Series 30. Kalamazoo
(MI): Western Michigan University, 2003, p. 85.



Gilbert Rémy Blin — The Reflections of Memory

does not include all the spectacles I produced for this organization®, nor of course all my
productions, staged or designed, for other international organizations during this decade.
However, the corpus, which will be detailed in the next paragraphs, is demonstrative of a broad
period of the history of opera and integrates several styles. It also has the intent of addressing
several problems inherent in the opera genre, such as those with librettos, sets, costumes, and
machines, all elements that will be addressed, not for themselves but in their complementary
relationships in the staging. Within this series of productions, the exploration is organized
primarily around representative works within the domain of baroque opera, at the crossroads
of geographical areas and various periods. The development of opera from its origins in north
Italy around 1600 to various successive flowerings throughout Europe during the seventeenth
and the early eighteenth centuries is the general path of the research. For this doctoral
dissertation about the theory and practice of the baroque stage, the definition of the corpus
had to consider an effective implementation on stage of the works studied. The research for
the ten productions that I have gathered here because of their joint origin, has been subjected
to the rules of living theatre and the constraints specific to each production. Nevertheless, it
was necessary to focus on particular opera works, which I have been working on from the
production’s beginning until its completion during a performance, to be able to test the validity
and vitality of the method, but then the resulting corpus is still in itself quite revelatory.

The chapters in this dissertation examine well-known operas by Monteverdi, Lully,
Charpentier, Blow, Steffani, Campra, and Handel, but aim to provide fresh perspectives by
their approach and by the themes they focused on, developed in relation with the concrete
staging of them. Some of the ideas presented here have appeared before in various program
books™, but all were reread, corrected, reworked and expanded, to reflect the sum of each
experience, various experimentations in the rehearsals’ studio, discussions with my colleagues
and elements that were discovered a posteriori through further readings and site visits.
Although each experience also sheds light on previous ones, these studies do not claim to have
considered all the scholarship that has appeared during or since they were elaborated. They
nonetheless constitute the chapters of a coherent work as they reflect my own experience from
the vantage point of the BEMF residency and directorship. The distribution of these studies
quickly structured itself; it mixes the systematic approach and the concern of the opera
chronology. Here is the plan of it:

In the Introduction, I present the problems faced while attempting to reconstruct
performances of the given period, in view of the fact that the relationship between those
ephemeral entertainments and their surviving records is almost always impossible to fully
establish. I argue that it is not only by making the inventory of these separated historical
elements of a performance and their accumulation in a new one that a true Historically
Informed Staging of the operas of the seventeenth and eighteenth centuries could unfold. An
artistic development can only happen in a satisfactory way for a modern audience by
establishing a system of relationships between these elements which can be meaningful today.
This system, which takes into consideration traceable elements that either predate the moment
of first performance or provide a transcript of that performance, allows us to discover new
ones when the structural relationships are understood. Because the various semantic natures
of these performing elements coexist in the same space during the time of the performance,
the task of structuring them is consequently largely in the hands of the stage director. The
following chapters of the dissertation study various relations between various performing

2l For a full list, see p. 471.

22 When applicable, I will give the references to the previous publications in each corresponding chapter.
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elements, and these relations can be considered as my first findings. I define my conception of
the methodology for staging opera of the seventeenth and eighteenth centuries and, as
announced before, identify it as The Reflections of Memory.

Chapter 1 investigates how the relation between performing space and poetic space
—and by “poetic” I mean imaginary as defined by the libretto— is a cultural one which cannot
be underestimated when shaping the staging of the operas of this period. It examines how
Italian early operas dealt with the questions of space: the fundamental role of real space in the
beginnings of Italian opera and how the Venetian pictorial conception of it has shaped opera
as a specific genre are the subjects of investigation for this first part. Although still considered
by many as the first true opera, Orfeo was not written by Alessandro Striggio (ca. 1573—-1630)
and Claudio Monteverdi (1567-1643) for the theatrical building equipped with a proscenium
frame that would soon be synonymous with the opera genre. By referring to the term
« modello », understood as preparatory study or model, I want to switch the attention from
this approach, built around the notion of time, to a space questioning (both poetical and
factual). My hypothetical description of the process of the performance sheds light on the
experimental identity of the piece. By building a hypothesis about the specificities of Ozfes and
the space and scenery of its staging in Mantua in 1607, I hope to attract the attention to the
fruitful implications this Italian « modello » can have for experimental research and staged
production. In the following parts I then focus on the fundamental role of scenography in
Venetian opera and some of its implication for staging. By the 1630s the art of set design found
in this city a seminal ground which influenced, both in terms of artists and style, all opera
staging in Burope for two centuries. While presenting my findings on two of Monteverdi’s
operas for Venice in the following sections I evaluate the extent to which the scenography of
both 1/ Ritorno d’Ulisse in Patria and L incoronazione di Poppea can be reconstructed. I also argue
that although ostensibly present in the same way in both pieces, the sets are not of the same
consequence and if Ulisse cannot truly exist without multiple sets, Poppea may have well been
performed without any, and therefore, quite surprisingly, a production with no set at all could
deserve the label of Historically Informed Performance.

Chapter 2 explores a major development: the creation of French opera during the late
seventeenth century. By reemphasizing the Aristotelian emotions of pity and fear, which
Tragédie was still supposed to provoke, and by adding next to them the sense of the «
merveilleux » that the French Ballet de Conrwas based on, French poets aimed to demonstrate
that opera could affirm itself as an independent poetic form, albeit in the proximity with one
or the other genres that I just mentioned. The different pieces composed by Lully around the
mythological character of Psyche have been previously explored by scholars but the ending
Ballet of Psiché has never been fully investigated. This chapter demonstrates how this finale
which appears both in Psiché, the tragedy of 1671 and Psyché, the opera of 1678, contains an
allegorical poetical program, and de facto a musical project, for opera « a la Frangaise ». My
aims are threefold: first to reexamine the details of the texts of this long « Divertissement »
while focusing on the poetics of the Ballet de Cour and, second, to give a new perspective on
Quinault’s role in the conception of French opera. Thirdly I wanted to provide a study of an
intellectual spacing, present in two of three dimensions in various visual documents from the
period, and applicable to the general design of the staging because transferable in the
placement/spacing of performers on stage. A case study, presented at the end of this
dissertation, relocates the « espace poétique » of the full text of the play Psiché in the real place
of the Drottningholms Slottsteater. This Psiché study reconstructs the succession and spatial
natures of what the Swedes called « changemang » when the play was presented there in 1766.
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Chapter 3 examines what appears to me as an alternative French system, whose
importance, in the shadow of the operas by Quinault and Lully, is not only musical. I
investigate several works by Marc-Antoine Charpentier (1643—1704) and more specifically
focus on the question of the librettos of his « petits opéras ». Besides giving all the librettos,
which are only known to us by through Charpentier’s scores, an editorial form (my own
editions of these librettos and my own English translations are made available as an Appendix
to this dissertation), I linked them with the literature and theatre history of the period. By
making that connection I came across some innovative paratexts and possible hypotexts,
creating fresh perspectives useful to my stage productions. Three of Charpentier’s operas are
discussed extensively in three distinct sections: Les Plaisirs de 1 ersailles, an allegorical work,
holds a special place in his opera production because of its clear closeness to Louis XIV. La
Conronne de Flenrs, a symbolic but fleeting piece, has heretofore been misunderstood and
underestimated. My findings reveal a possible attempt by Charpentier to have this music
performed outside the French capital. I demonstrate that the ambitious yet incomplete La
Descente d’Orphée aux Enfers was written by Charpentier with the hope of having it performed
by the Académie Royale de Musique in Paris. The piece seems to mark an attempt to go back
to the pastoral origins of the French Opera, as this Pastorale deliberately ignores the features of
the genre of the Tragédie en musigue established by Quinault and Lully, which was then in full
vogue. Heretofore, the identities of Charpentiet’s collaborators for these works were unknown
but I propose a possible librettist for each piece, hoping that challenging the anonymity of his
poets gives Charpentier’s operas a fertile context for staging.

Chapter 4 and Chapter 5 acknowledge the concurrent developments in opera outside
France and Italy, by concentrating on England and Bavaria. Through three examples I explore
the question of social and cultural contexts of performances and their impacts on the creative
process of opera. In Chapter 4, devoted to England: I focus on two « chamber operas » and
explore private performances, courtly patronage and private patrons. First, by placing the art
of painting in the center of my reflections on Venus and Adonis by John Blow (1649—-1708) and
on Acis and Galatea by George Frideric Handel (1685-1759), I examine the differentiation
between time and space perception in poetry and painting. I argue that the complementarity
of the « sister arts », in the artistic form called English masque opera, implies a staging which
clearly engages in a visual movement concomitant to music, but suggests the support of
specific visual references. These referents would have been present at that time in the space,
and therefore in the minds, of the creators and their audience. It is we, today, who find it hard
to see their relationship, but I believe that these referents can be reactivated by the
performance as they are contained in the works themselves, in the librettos and in the music.
Essential factors such as time are inherent in the texture itself of a performance with its
instantaneous reception, just as they are for the contemplation of a picture, in its composition,
or in its aesthetic arrangement. Revisiting the well-worn parallelism between poetry and
painting I apply it to these two English works: with Blow’s 1Venus and Adonis 1 reveal that the
ekphratic quality of the libretto relocates the piece between poems and pictures and by doing
so come up with a new hypothesis about the authorship of its anonymous libretto. For
Handel’s Acis and Galatea, 1 expand the concept of painting as applied to garden design, in
accordance with some debates of the time, and demonstrate how the opera of Handel is an
attempt to establish the mythical character of Acis as the Genius of the gardens of Cannons,
the domain where it was created.

In Chapter 5 I then examine Niobe, Regina di Tebe, the opera composed by Agostino
Steffani (1654—1728) for Munich in 1688. The combination of strong influences from Venice
and France with the culture of the Bavarian court gave rise to operas that were rich with
cultural references. It appeared to me that these various references were unified under the
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auspices of the classical custom of allegory, a figurative mode of representation that conveys
meanings other than the literal ones. Favored by the Jesuit culture, which dominated education
and culture in Bavaria in the seventeenth century, this rhetorical device is deeply present in
Steffani’s Niobe, Regina di Tebe, and is the object and subject of the artistic process I try to
describe in a form which takes inspiration from the allegorical mode of expression. Seven
gates, according to Ovid, stood at the entrances to the city of Thebes, and this number is used
here as an allegorical pathway to imagine seven keys to the construction of the production of
Niobe, Regina di Tebe. 1t is an attempt to write down all the major elements which my staging of
Niobe took into consideration. Some pictures are associated to these symbolic openings, which
in turn created visual directions. They serve to curate a small personal « memory palace », a
Jesuit mnemonic device based on mental visualization of images in order to comprehend the
larger complexity of a piece. A performance in the 1680s in Munich was like a representational
room of mirrors, where reality and fiction were intertwined through the power of allegory,
both visual and verbal. This Chapter presents the fundamentals of a Historically Informed
dramaturgy for the piece, which not only reflects on its components but, by its presentation,
on its conceptual process.

Finally, in Chapter 6 of this dissertation, I return to France and explore the ongoing
search for a defined poetics of opera and investigate the renewal that the genre knew at the
very end of the seventeenth century with the blossoming of what would soon be known as
French « opera-ballet ». This search for new expressions is as much linked with the regicentric
power as the works of Quinault and Lully were, but although connected to issues of diplomatic
discourse, self-fashioning and surveillance in the French theatre of the power of absolute
monarchy, Le Camaval de 1 enise manages to develop a symbolic form of freedom and
unconventionality. Librettist Jean-Francois Regnard (1655-1709) and composer André
Campra (1660—1744) contribute to the theatrical entertainment provided for political reasons
but succeed in creating an original narrative which gives renewed places to scenography,
theatre and dance. Le Carnaval de Venise is not only a royal product of masked diplomacy but
also an original attempt to create a new genre.

The last section of this dissertation, Chapter 7, presents three cases which deal with
some of the specific problems to be faced when staging a Historically Informed Performance.
These three cases are approached from the point of view of one of the elements of the staging
discourse: costumes, sets and machines. Case-study 1 exemplifies the type of exploration I
envisage when designing a costume for a Historically Informed production. In direct relation
with Acis and Galatea, it 1s centered on the river gods’ theatrical costumes in the seventeenth
and eighteenth centuries but reveals a more general method of investigation that is applicable
when costuming not only river gods but also other figures. Case-study 2 is dedicated to the
performance of Psiché in the Drottningholms Slottsteater in 1766, which provides an example
of the places and relations of scenery and stage machinery in a period performance space.
Case-study 3 is dedicated to the staging preparation and more specifically to the
implementation of flying machines in my own production of Niobe, Regina di Tebe.

Two electronic Appendices complete the dissertation. Appendix A is a selection of
short videos which presents snippets from my productions of the operas explored in this
dissertation. These clips were not made as part of the dissertation, but they nonetheless help
the reader who was not able to see a performance to envisage my productions. Appendix B
offers the editions of librettos of Charpentier’s operas, studied in Chapter 3, together with my
English translations, destined to the performers.
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Introduction

« Aussi ne donnay-je icy mes opinions qu’a la mode de M. de Montagne,

non pour bonnes, mais pour miennes.

Je m’en suis bien trouvé jusqu’a present,

mais je ne tiens pas impossible qu’on reussisse encore mieux en suivant les contraires. »

Pierre Corneille. “Au Lecteut” of Héraclins, 16471,

Although originally conceived by the artists of the end of the Renaissance as an attempt
to recreate an ancient form of expression, opera ultimately grew into the most innovative
spectacle in BEurope’. Offering a unique character of profane but sublime excellence it allowed
the meeting of several artistic languages, such as poetry, music, theatre, architecture, dance,
and painting, and seemed to thrive with the performing addition of the powers of expression.
Reflecting the aspirations but also the social changes of different periods, opera sparked
different approaches, both theoretical and material’. While opera, a staged drama telling a story
in words and music, remains a deeply hybrid genre, it has seen its image radically changed over
the course of history. However, in the second half of the twentieth century, a shift has gradually
been made between the creation and interpretation of operas: the phenomenon that saw the
decline in the number of new works was offset by the rediscovery of the repertoire of the past
and its transfer to the stage. In this occurrence, of which the trend seems irreversible, baroque
opera has been largely explored and offers to the modern audience the many resources of this
vast repertoire’. Operas of the seventeenth and eighteenth centuries have also benefited from
the renewal of the relation to early music in general: many works were reviewed musically and
returned to their original proportions by interpretations based on knowledge of the aesthetic
criterions of the period in which the work was created’. This last movement is known

U [Corneille, Pierre|. Heéraclius, emperenr d’Orient: tragédie. Paris: A. de Sommaville, 1647, np.

2 For an overview of the development of opera in the seventeenth and eighteenth centuries, see: Donington,
Robert. The Rise of Opera. London & Boston: Faber and Faber, 1981. For Venice, see: Rosand, Ellen. Opera in
seventeenth-century 1 enice, the creation of a genre. [Berkeley, CA]: University of California Press, 1991. For France,
see: Barthélemy, Maurice. Métamorphoses de I'opéra frangais au siécle des Lumieres. Atles: Actes Sud, 1990.

3 For studies about the various forces which shape opera, see: Salazar, Philippe-Joseph. Idéologies de I'opéra. Paris:
Presses Universitaires de France, 1980. And see : Flaherty, Gloria. Opera in the development of German Critical
Thought. Princeton, NJ: Princeton University Press, 1978. See also: Glixon, Beth I.. and Glixon, Jonathan E.
Inventing the Business of Opera, The Impresario and His World in Seventeenth-Century 1 enice. New York: Oxford
University Press, 20006.

* Handel is a good example as he can be considered as the first baroque composer to have some of his operas
regularly staged since the mid-twentieth century. See: Wolff, Hellmuth Christian. Die Handel-Oper auf der
modernen Biihne, Ein Beitrag zu Geschichte und Praxis der Opern-Bearbeitung und -Inszgeniernng in der Zeit von 1920 bis
1956. Leipzig: Deutscher Verlag far Musik, 1957.

5 Despite the few attempts in the early twentieth century to base interpretation with the period of origin of the
piece, the work of the Schola Cantorum and Wanda Landowska in France, and Arnold Dolmetsch in England,
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nowadays as the Historically Inspired or, more specifically, as the Historically Informed
Performance movement (henceforward referred sometimes as HIP)®. Nobody can deny that
this movement has been fostering opera as a musical corpus, but when it comes to stage
productions it has not always succeeded in applying its own principles to opera as an art form.

Musicology, after taking the history of the opera genre to the speculative level, currently
tends to assert its influence on musical practice. Critical editions of scores, treatises of musical
practices, and history of instruments are among the many resources available to performers
who wish to tie their musical interpretations closer to that of the opera in its original acoustic
condition. Furthermore, early music education and specialized pedagogy have spread around
the globe. Finally, musicology seems to have often substituted itself for philosophy, literature
and the performing arts to lead a reflection on the aesthetics of opera’. The supremacy of
music over the other components of opera has been asserted to such an extent that the text
and the arts of the stage have been long neglected®. On the one hand research of quite some
musicologists has the merit of trying to understand the lyric genre as a whole without excluding
any of its components; on the other these approaches, because they are based on a
musicological methodology, cannot help but establish a hierarchy in the constituent parts of
the opera where music dominates the others. In addition, by the rhetorical setting of their
formulation, and despite their intrinsic qualities, quite some musicological works are often
forced to disconnect their considerations from the nature of opera as a live performance.
Consequently, such musicological research is often discounted by the artists and craftsmen in
charge of live productions. Here the Historically Informed Performance movement finds a
limitation, more by the lack of opportunities to implement its principles than interest:
interactions between historians and stage artists are not common.

Consequently, opera tends today to be in many instances only considered as a musical
genre represented by one « object »: the score, the sole work of the « composer »”. The fruitful
discussion on the hierarchy of parts that make up an opera, and which inspired its creation,

it is around the early 1960s that the movement becomes noticeable in its effect on performance practice. See:
Donington, Robert. Inzerpretation of Early Music. London: Faber and Faber, 1963. See also: Wilson, Nick. The
Art of Re-enchantment, Making Early Music in the Modern Age. New York: Oxford University Press, 2014.

¢ For some other milestones chronicled in the Historically Informed Performance movement literature, see:
Koopman, Ton. Baroknuziek: theorie en praktijk. Utrecht: Bohn, Scheltema & Holkema, 1985. And see: Butt,
John. Playing with History, The Historical Approach to Musical Performance. Cambridge: Cambridge University Press,
2002. See also: Haynes, Bruce. The End of Early Music, A Period Performer’s History of Music. New York: Oxford
University Press, 2007.

7'Taking into account the petiod spectacle in opera was the subject of my master’s dissertation: Blin, Gilbert.
“Les Opéras de Rameau, pour un Théatre des Enchantements”, (mémoire de Maitrise soutenu a ’'Université
de la Sorbonne Nouvelle — Paris II1. Paris: Institut d’Ftudes Théatrales, 1986). For the distinction between
literature and performance, see: Kowzan, Tadeusz. Littérature et spectacle. The Hague: Mouton & Co and
Warszawa: PWN — Editions scientifiques de Pologne, 1975. For a philosophical approach of French opera,
see: Kintzler, Catherine. Poétique de 'Opéra Francais de Corneille a Roussean. Paris: Minerve, 1991.

8 The disdain with which literature treated opera librettos has been ameliorated by the impact of the
musicological approach. Librettos have ceased to suffer from the contempt of literature only recently. See:
Girdlestone, Cuthbert. Ia Tragédie en Musigue (1673—1750) considérée comme genre littéraire. Geneve: Droz, 1972.
See also: Smith, Patrick J. I Decima musa, Storia del libretto d’opera. Firenze: Sansoni Editore, 1981.

° This focus on the composer is the product of a school of thought which appeared before the French
Revolution, established itself in the nineteenth century with the figure of the composer demiurge and was
erected in model by the « progress » — made of social, technological and musicological developments —
formulated in the twentieth-century.
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has found a single, but sterile, answer: opera is often reduced to its musical form. Paradoxically,
music has not always benefited from such an appropriation: finding itself isolated from the
other arts that are needed for making an opera and losing its ability to organically communicate
with the other components, music could have very nearly excluded itself from any possibility
of operatic development. The problem frequently comes from the fact that today there is a
dichotomy between the musical factor and the others in opera. In actuality, opera has no
aesthetical or historical reason to be considered from a purely musical perspective — neither
does it thrive under exclusively poetic, dramatic or visual approaches. And this combinative
itinerary is particularly true regarding baroque opera.

Indeed, the arts and disciplines which contribute to the completion of an opera can be
considered individually. Music but also poetry, architecture, the decorative arts and the art of
the actor, singing or dancing, require such specializations — each have such an intrinsic
complexity — that it is necessary to « work » with them separately, whether one wish to « analyze
» or to « produce » an opera. But the difficulty is that none of these media are enough, by
themselves, to « do » a historically informed opera production: the poetics of opera is primarily
combinative and cannot be reduced to any of its parts. Different approaches which are all
constitutive of the historically informed process, as usually understood, can be applied to all
of these segments. These approaches are often based on a fidelity to the original material, and
a way to interpret it, perform it, following the techniques, practices and tastes of the period.
But this scope brings some legitimate questions for a stage production, and one may wonder
« What are the criteria to qualify a stage production with the expression “historically
informed”? » This expression has turned into a label and would suppose a standard of
judgment or criticism and some rules or principles for evaluating a production.

Meanwhile, opera stage direction, since the mid-twentieth century, has become an
expression that claims exclusivity and originality'’. The development of the role of the stage
director from the 1960s created the notion of Regetheater, or « theatre of the stage director »: it
is not the composer or the librettist nor the conductor or the singer, it is the director who is
often perceived as the key figure of an opera performance'’. The result of this development
has been nowadays dividing artists and audience alike: de facto, by ignoring the poetics in force
at the time of the creation of the piece, this limited attitude assumed that it is only up to the
artists in charge of the staged production — stage directors and stage designers — to establish a
dynamic dialogue with today. The search for bringing the audience to new levels of perceptions
and impressions which was one of the primary ambitions of the opera project around 1600
has been changing its nature. What is the « purpose » of opera? It is a large question but, in my
opinion, the audience as a community, seems to be the destination of the work of the artists,
as a collective. Separating the poetic and musical vectors from the stage vector and overlooking
the audience factor leaves out this twice-collective nature of opera. An incomplete approach
like this does not reflect the original integrity — the state of being complete — of the artistic

10 For a short history of the staging process of opera, see: Guccini, Gerardo. “Direzione scenica e regia” in
Storia dell'opera italiana, volume 5: “La spettacolarita”, edition by Lorenzo Biancon, and Giorgio Pestelli. Turin:
EDT, 1988, p. 123; and: Histoire des Spectacles, Encyclopedie de la Pléiade. Volume publié sous la direction de
Guy Dumur. Paris: Gallimard, 1965. For the current situation, see: Deshoulieres, Christophe. “La mise en
scéne contemporaine des opéras baroques, classiques et romantiques” in Musigues. Une encyclopédie pour le XXI
sitele, Volume 2: « Les savoirs musicaux », edited by Jean-Jacques Nattiez. Arles: Actes Sud/Cité de la
Musiques, 2004, pp. 1091-1127. See also : Baker, Evan. From the score to the stage, An Illustrated History of
Continental Opera Production and Staging. Chicago : The University of Chicago Press, 2013.

11 Dahlhaus, Carl. “Regietheater” in Musica, No. 38, Das Theater mit der Oper. 1984, p. 227.
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project called gpera'®. It leaves out the criteria of aesthetics necessary for a more unprejudiced
perception of the piece and is at risk of reducing it to an incomplete re-presentation. Instead
of negatively singling out the importance of the stage director in this translation process, it
may seem logical to instead see his function as a key factor in creating a more profound
historically informed stage practice. Aside from his ability to direct the stage and the authority
(if not always the capacity) to give it its meaningful necessity, the stage director also has the
obligation to work with all the competences of the opera personnel and with every component
of the performance.

The currently held notion, by audience and the reviewers alike, that Historically
Informed staging is made of shapes and forms, with a capacity of reproducing period original
artifacts that signals an « authenticity » of style is misleading"’. The word authenticity covers a
wide category of notions, and many scholars have been questioning its relevance and its use
when it comes to musical performance'®. But for audience and reviewers alike the word
authenticity is mostly used as « displaying visual or acoustic historical knowledge ». Peter Kivy
(1934-2017), in his seminal approach on authenticity in musical performance (1995)", came
to the conclusion that the notion should be expanded to authenticities of performance,
including authenticities of intention, sound, practice, and the authenticity of personal
interpretation in musical performance. The Kivy categories are self-explanatory'’, but when it
comes to opera as a combinative art, another one must be added to integrate the concrete and
visual elements of a performance to call it Historically Informed; one could call this category:
authenticities of shapes.

These authenticities of shapes are, in more than a visual way, the emerging part of the
iceberg and have been dominating and blurring the debate regarding the Historically Informed
staging of opera. While I am the first to recognize that opera is a combinative art, which
requires a well formulated visual language, I have frequently observed that while many staged
productions that have been labelled HIP placed such an emphasis on visual details, they
ignored the aesthetical categories and theory of arts of the period, what Kivy would have called
the « authenticity of intention ». By doing this, these so-called HIP productions have
disconnected the works so significantly from their orginal raisons d’étre, that they tend to lose
the sense of balance, a sense of the whole, a sense of proportions: the characteristic
fundamentals of baroque opera, as expressed by many contemporary definitions of aesthetics

12'This trend has provoked polemical reactions. See: Dandrey, Patrick. “Vers une scénographie d’ « authenticité
» 7 in Lettres Actnelles, N°1-2, Juin-Septembre 1993. Mont de Marsan: Société de Presse, d’Edition et de
Communication, 1993, pp. 10-13. And see: Beaussant, Philippe. La Malscéne. Paris: Fayard, 2005. See also:
Muller, Julie and Muller, Frans. “De nieuwe kleren van Monteverdi” in Mens en melodie. Jaargang 63 nummer 5.

2008, pp. 20-25.

13 See: Fischer, Christine. “Baroque Opera, historical information, and business; or, how a Nerd became a
Hipster” in Belina-Johnson, Anastasia and Scott, Derek B. The Business of Opera. Aldershot: Ashgate, 2016, pp.
31-49.

14 See : Wilson, Nick. The Art of Re-enchantment, Making Early Music in the Modern Age. New York : Oxford
University Press, 2014, pp. 37-53.

15 Kivy, Peter. Authenticities: Philosophical Reflections on Musical Performance. Ithaca (CT): Cornell University Press,
1995.

16 For a synthesis and critical approach of Kivy’s Reflections see: Jackson, Roland. “Authenticity or
Authenticities? -Performance Practice and the Mainstream” in Performance Practice Review, 1V olunze 10, Nunber 1
Spring, Article 2. Clatemont (CA): Scholarship Claremont, 1997, pp. 1-10.
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of the period in question. By ignoring how the elements were designed to connect with each
other, these productions alter the equilibrium between the different components of opera and
give a somewhat incomplete expression of the pieces. In striking opposition, I have seen
productions without the visual language of the period (for example without period costumes,
candles and so-called baroque gestures) that were closer to the original intentions and artistic
forms because they were able to articulate these connections within modern sets and costumes,
a decorum much easier to imagine for the audience, than reconstructing the structure in which
they combine. Given the HIP movement and its radical effects on music performance over
the past half century it may seem that trying to follow the same principles while staging operas
is an even more recent development. However, as early as the beginning of the twentieth
century, efforts to convey authenticity to a staged performance of an early piece were at the
center of the work of some of the most revolutionary stage directors and thinkers, whose
influence cannot be attributed to of lack of creativity, or to theatrical conservatism. Three
examples, going back a century, help to introduce my own approach on the importance of the
connections between the various parts of operatic works.

French theater director André Antoine (1858—1943) was most importantly often
associated with the Naturalism movement as he created the plays of Emile Zola (1840 — 1902),
but he may also be one of the first director to extend his research of authenticities to the
repertoire of the seventeenth and eighteenth centuries, when he directed a series of French
« classiques »'". First, with his production of ¢ Cid by Pietre Corneille in 1907 he chose not
to represent medieval Spain, as it was then customary at the Comédie-Francaise but presented
an evocation of the first performance at the Théatre du Marais in 16306. In this production,
presented at the Théatre de ’'Odéon, he used 624 wax candles to light a simple stage where
actors in seventeenth century costumes took positions as an on-stage audience while between
the acts a vocalist sang accompanied by a lute. Then, for his staging of Racine’s tragedies, he
reproduced the same setting of meta-theatre for an evocation of original staging of the Hotel
de Bourgogne for Andromague (1909); for his production of Esther (1913), Antoine uses the
same device and, in addition to restoring the musical « intermedes » of Jean-Baptiste Moreau
(1656-1733) for the first performance in Saint-Cyr, he directed his actors by asking them to
integrate in their acting the gestures and attitudes found on the series of tapestries by Jean-
Francois de Troy (1679-1752) and Antoine Coypel (1661-1722) depicting the biblical
episode'®.

From these examples, I deduce that the productions of Antoine, while researching
shapes and forms of the period (research was carried by Antoine, his designers and musical
director in various libraries and museums), were in search of a contextualization of the
performance. By means of staging a fake audience, the purpose was to establish the perception
of the drama through the eyes of these characters and reestablish the authenticity of intention
in the drama itself. The seventeenth century spectators that Antoine put on both sides of the
stage acted as mediums: their reactions in front of the performance they attended informed
the modern audience and added another layer to its modern perception. It seems to me that
Antoine identified the two main elements that any HIP staging must work on: the visual parts

17 Chothia, Jean. André Antoine. Cambridge: Cambridge University Press, 1991, pp. 155-158.

18 Works by Coypel and De Troy are still considered as unique sources of documentation for period French
stage rhetoric. See: Le théditre des Passions (1697—1759), Cléopatre, Médée, Iphigénie. Liyon: Fage éditions and Nantes :
Musée des Beaux-Arts, 2011, pp. 135-138. See also: Wentz, Jed. “The relationship between gesture, affect and
thythmic freedom in the performance of French tragic opera from Lully to Rameau”. Doctoral thesis. Leiden
University, 2010, pp. 148150 & 175-179.
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and the relation between them. By offering his own audience the opportunity to look through
the eyes of a period audience, Antoine was providing a critical discourse on the play while
performing it and was as such more creative than the productions that the Comédie-Francaise
offered around 1910, which were based on circumvoluted reconstructions of Greek or
Assyrian culture.

Another initiative around the same period completes the picture by addressing one of
the fundamental aspects of any attempt to create Historically Informed spectacle: the need for
specialized performers and their training. Debates regarding musical education have been
spreading for centuries, but when it comes to the rediscovery of eatly repertoire, some artists
realized that a language was needed for specific means of expression ; in a rare text published
in 1906, eloquently titled De [opportunité de créer en France un Théitre d’Application pour la
Reconstitution des anciens Opéras frangais des XVTle et XV TIle siccles”, French composer Chatles
Bordes (1863—-1909) pleaded for a special HIP practical education for opera singers. Bordes,
one of the founders of the Schola Cantorum de Paris, in 1894, with Alexandre Guilmant
(1837—1911) and Vincent d'Indy (1851-1931), emphasized the need of trained performers to
do justice on stage to the early repertoire of opera: « The study and the reconstruction, even
at the concert, of all the monuments of the musical history and in particular the theatre made
such progress and aroused the interest of so many people, that it seemed to me that gap was
to be filled, that of the complete realization of many of these works in their milieu, i.e. in the
theatre »” . Bordes reiterated that one of the initial goals of the Schola Cantorum was to «
restore to honor all documents of music history and revive them in their milieu [...]
constituting for this very reason a kind of Musical Museum by the audition where one could
casily realize the high artistic value of all these works, most of them forgotten, but, what is
more important the life that they carried in them, which made them not only realizable in our
time, but imposed them on our interest, so much do they still vibrate in unison with our
feelings, since they are above all sincere and based on the true and universal expression».”!
Next to the Schola Cantorum, where musical education of the highest level was being
dispensed, he wished to create « une école d’application théatrale » (A school for theatre
application) with the goal of « preparing young opera singers trained for free declamation of
the masters of the basso continuo and of eatly French opera. » These singers would work on
the roles of a specific early piece under the direction of singing teachers, but Bordes

19 Bordes, Chatles. De lopportunité de créer en France un Théditre d’Application pour la Reconstitution des anciens Opéras
Sfrangais des XV 1le et X1/ 1lle siécles, Article parn dans la Tribune de Saint-Gervais, #° de Février 1906. Patis : Bureau
d’édition de la « Schola », 1906.

20 « I’étude et la reconstitution, méme au concert, de tous les monuments de I’histoire musicale et en particulier
du théatre ont fait de tels progres et suscité 'intérét de tant de gens, qu’il m’a semblé qu’une lacune était a
combler, celle de la réalisation compléte de beaucoup de ces ceuvres dans leur milieu, c’est a dire au théatre. » in
Bordes, Charles. De lopportunité. .. Paris: Schola, 1906, p. 3.

21 « remettre en honneur tous les documents de I’histoire musicale et les faire revivre dans leurs milieu; d’abord
la musique religicuse a I’église, puis les ceuvres de concert au concert, constituant par cela méme une sorte de
Musée musical par I'audition ou 'on a pu aisément se rendre compte de la haute valeur artistique de toutes ces
ocuvres, la plupart oubliées, mais, ce qui est plus important la vie qu’elles portaient en elles et qui les rendait
non seulement réalisables a notre époque, mais les imposait a notre intérét, tant elles vibrent encore a 'unisson
de nos sentiments, puisqu’elles sont avant tout sinceres et reposent sur ’expression vraie et universelle. » in
Bordes, Chatles. De opportunité. .. Paris : Schola, 1906, p. 3.

22 « préparant de jeunes chanteurs lyriques entrainés a la libre déclamation des maitres de la basse continue et de
P'ancien opéra francais. » in Bordes, Chatles. De /gpportunité. .. Paris : Schola, 19006, p. 4.
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emphasizes « the necessity to attach to the Foundation a permanent stage director, artist, and
to be more respectful of older works than sometimes antiquated traditions and unnatural

23 . . . ..
modern opera ».~ The stage director would be the key factor of this new school, in opposition
to the then-current ways of performing™.

A third example will confirm the early comprehension of the importance of the critical
approach of the stage director for the repertoire of the seventeenth century. The Russian stage
director Vsévolod Meyerhold (1874—1940), known as a radical and political theatre pioneer,
experimented in this direction when he staged Do Juan of Moli¢re for the Theatre Alexandrine
in Saint Petersburg in 1910. Like in Antoine’s productions in Paris, « Hundreds of wax candles
in three chandeliers and two candelabra on the proscenium » were used as an essential part of
the scenography: « The entire space seems to be designed to intensify the play of light the
candles project on the stage and from the auditorium which stays lit during the performance»™.
Meyerhold explained how his artistic choice came at first from the text at his disposal, and the
search for what he identified as « the knowledge of the period » to be evoked in to the audience:
« if Moliere’s Dom Juan is read without any knowledge of the period which shaped the genius
of its author, what a dull play it seems! » Meyerhold is convinced that qualities of the play can
only be revealed by the historical context when the play is staged: « If the spectator is not to
get bored, too, if whole passages are not to strike him as simply obscure, it is essential somehow
to remind him constantly of the thousands of Lyonnais weavers manufacturing silk for the
monstrously teeming court of Louis XIV, to remind him of the Manufacture des Gobelins,
the whole town of painters, sculptors, jewelers and carpenters under the supervision of the
celebrated Le Brun, all the master craftsmen producing Venetian glass and lace, English
hosiery, Dutch mercery, without forgetting the ones who worked tin and copper in the
German fashion ». To stage this idea, Meyerhold integrated some stage servants, whose
activities, inspired by the Koken of Japanese Noh theater, made the physical link between
audience and actors: small dark-skinned people® who interacted as ushers with the audience
and as stage servants with the actors. He clarified the purpose stating that « all these are not
merely tricks designed for the delectation of snobs but serve the central purpose of enveloping
the action in a mist redolent of the perfumed, gilded monarchy of Versailles ». Like Antoine
before him, the concern to integrate the period in the performance was done by Meyerhold
with an addition of this mist: the first task of a director staging Do Juan, is « to fill the stage
and auditorium with such a compelling atmosphere that the audience is bound to view the

2 «la nécessité d’attacher a la fondation un metteur en scéne permanent, artiste, et plus respectueux des ceuvres
anciennes que des traditions quelquefois surannées et antinaturelles du théatre lyrique moderne. » in Bordes,
Charles. De [opportunité. .. Paris : Schola, 1906, p. 4. I made mine all principles of Bordes when I created the
Young Artists Training Program in 2011 for the Boston Early Music Festival.

2 Bordes’ desire to create a school for theatre application did not come to fruition but various experiences
where the Schola Cantorum’s spirit and artists were involved, including a performance of Rameau’s Castor et
Pollux in Montpellier in 1908 (the first revival since 1754) prompted a new awareness that this type of opera
could not be satisfactorily accommodated by using the ways operas were conceived and performed in this early
twentieth century.

25 All quotes from Meyerhold about his production of Do Juan come from his article which first appears in the
Annunaires des Théditre Impériaux and then in his book Du Théatre. They can be found in an English translation in :
Meyerhold, Vsévolod. On Theatre, edited and transiated by Edward Brann. London and New York: Bloomsbuty
Publishing, 2016. I based my own translation on the French edition, which gives some extra details: Meyerhold,
Vsévolod. Le thédtre théatral, Traduction et présentation de Nina Gourfinkel. Paris: Gallimard, 1963, pp. 81-88.

20 The American translation used the word « blackamoors» and the French one « négtillons», both expressions
not very culturally sensitive today, although more accurate in their referent.
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action through the prism of that atmosphere ». The word « prism », even with the limitation
of translation, establishes a sense of correspondence, based on the vocabulary of optical
sciences, with my own research about The Reflections of Memory.

When I take the historical data relative to a specific opera in order to establish the
foundation of the process of a historically informed staging for it, I am confronted by various
elements of different nature: original librettos, scores, sets and costumes (as extant designs or
material remains), and planned or built architectures. This varied evidence of past activity can
be seen as archeological remains and I choose to call these tangible data the Rewaining parts.
But they constitute an incomplete although as accurate as possible picture of the piece,
because, according to its own original poetics, opera requires the simultaneous participation of
various media. Yet coexistence does not here mean accumulation but the addition of the
relations that these remains have between them. It is consequently in this way that opera wholly
formulates itself, through different codes interrelated with each other. These vectors of
relations between music and text, audio and visual codes, static and motion forces, organic and
still lives, to name a few, develop at different levels of perception. Such various configurations
constitute together a structure of memory, as they deal with information encoding, storing and
being retrieved. It is an almost endless world of interferences and influences which organizes
itself through various mental ciphers, both conscious and unconscious. It is a structure of
layers that one could also visualize as three-dimensional spider webs”, with the threads as
routes of interactions: opera’s existence can only be developed and supplemented by their
meeting.

Unfortunately, a flawless shape is very rare and the difficulty of obtaining a perfect
form is due to the scarcity of the Rewaining parts: the memory of opera, like all memories, is
made of different levels of recollection. As much as we have of the remains of an opera, some
short-term memories have disappeared: in most of the cases the information we possess does
not give a much-defined picture of the opera. Therefore, after one has recognized the potential
existence of these disappeared elements on the speculative level, a reconstruction of what is
missing is necessary to make the surviving data more meaningful. How can I create these
Missing parts ? One direction which presents itself is the use of the creative structures in place
at the time the work was made. Insofar as these parts, remaining and missing, are representative
of the theories of the seventeenth and eighteenth centuries, they belong to the Aristotelian
system of Poetics largely applied to opera during the baroque era®. Consequently, to analyze
these historical documents following the thinkers of the time is like deciphering a code with a
key at hand. Theoretical treatises and recorded usages shed light on the creative systems that
had the integrity of the operatic project in mind and help to enlarge the picture by proposing
such structures. It establishes a first set of reflections between evidence and ambitions, because
it locates the Missing parts next to the Remaining parts within the Structural parts.

27'This syncretic structure of layers can be associated to a rhizome, the philosophical concept developed by
Gilles Deleuze and Félix Guattari in their Capitalism and Schizophrenia (1972—1980) project. It is what Deleuze
calls an « image of thought », based on the botanical rhizome, that apprehends multiplicities. A rhizome is
characterized by « ceaselessly established connections between semiotic chains, organizations of power, and
circumstances relative to the arts, sciences, and social struggles » in Deleuze, Gilles and Félix Guattari. .4
Thousand Plateaus. Transl. Brian Massumi. London and New York: Continuum, 2004. Vol. 2 of Capitalism and
Schizophrenia. 2 vols. 1972-1980, pp. 7-13.

28 The Aristotelian dramatic system presented mostly in his Poesics has been translated, commented upon and
developed extensively since the first Latin edition was published in Italy in 1498. See: Carter, Tim. Music in Late
Renaissance and Early Barogue Italy, Newark (NJ): Amadeus Press, 1992.
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The development of these remains and the formulation of new elements, to replace
the missing ones, will also be clarified by a better understanding of their complementary
relations at the moment of the original performance. The second domain of research to make
the stage production of today more related to history is a cognitive study of all existing
historical elements. Period treatises relative to performance practice offer another type of
evidences for the performance. Here period theory offers one (or more) systems which
structure theoretically all the « items » necessary for an opera. In this attempt, while most
rhetoricians follow the example of Aristotle and his works, observers and other time witnesses
offer some alternative approaches that are less connected to the text (as literature or musical
composition) and more to the spectacle (as performance). The information related to the
ephemeral nature of the period performance itself needs to be added to the Structural parts, and
I name here this information, the Performing parts. There is, however, a difficulty to retrieve
these Performing Parts: the historically informed movement applied to stage performances does
not have the same ground to grow as the music movement or even the dance movement had.
Although poetry, music, dance and scenography are all codes, their means to record by
notations their activation—the performance—may vary and qualify their capacities for being
interpreted and re-created.

The update by Structural parts established from historical data’s comparisons with other
primary and secondary sources, might allow the identification of the reference points of the
aims of the piece. The use of the Performing parts permits the contextualization of the recorded
facts that reflect the initial state of the performance: The Missing parts start then to emerge next
to the Remaining parts. The opera starts now to appear to me in a more defined way: This total
form is not exactly the original formulation as these Performing parts bear also witness to the
ambition and of the reality of past artists, elements difficult to detect. It is from the relations
between the Stuctural parts and the Performing parts that the vitality of the spectacle depended.
It is therefore necessary, as a last step in the process, to make a transfer of the parts — remaining
and missing — by a new step in the method that allows me to retain if not all, most of the
creative mechanisms of the period and, from the elements that I discovered, to conceive of
potential formal developments. The interest for such an attitude is based on the
spatial/material nature of the live performance itself but includes the necessity for the auditory
and visual elements to meet each other at a certain moment of time with some necessity.

Evidence from original performances comes in a variety of forms and needs a great
deal of time and effort to be brought together. Nevertheless, the investigations to retrieve the
Performing parts are guided by the same belief as the quest for the S#uctural parts: the combinative
relations of the arts of the Baroque era do offer alternative structural solutions enfeoffed to
current subjectivity to a lesser degree”. This second set of reflections offers the possibility of
a less prejudiced interpretation and ultimately gives the audience a freedom to confront itself
more directly with opera, as the neglect of these Performing parts is de facto impossible in the
case of a performance: it is the very accuracy of the translation of the piece in a stage language
echoing the time and place of its origin which makes it contemporary.

2 For an example of the work of the Remaining and Missing parts, see an account of my approach to the 1787 sets
of Don Giovanni: Trotier, Rémy-Michel. “La restitution de scénographies a 'épreuve de I'expérience: un
exemple des travaux de ’Académie Desprez” in Restitution et création dans la remise en spectacle des anvres des X1 11e
et XV 1e siecles, Actes du colloque international Versailles, 29 mai 2008, Nantes, 30-31 mai 2008. Annales de
I’Association pour un Centre de Recherche sur les Arts du Spectacle aux XVIle et XVIIle s. En partenariat
avec Le Printemps des Arts & Centre de recherche du Chateau de Versailles, edited by Jean-Noél Laurenti.
Villereau: ACRAS, June 2010, pp. 15-22.
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Although requiring a separation of the aforementioned components in the production
process, opera is only fully revealed to the spectator in the concrete form of the interpretation.
Opera is indeed an art which is fulfilled exclusively in the moment of the performance by the
simultaneous activation of all its components. The full existence of opera is circumscribed with
the time of its development but also to the common space of its representation; what exists
before the time of this « image » is not yet opera, what follows it is no longer opera. This
principle accepted, it may thus be only useful to consider the opera of the seventeenth and
eighteenth centuries in the context of its time: as a living spectacle where all constitutive and
interpretive elements interact with each other at a certain moment in time. Therefore, to the
two first sets of reflections — based on the Structural and Performing parts — between the opera
components, a third needs to be added: the interface which is the modern performance itself,
in its duration and location, is a point of interconnection between the piece, as it was conceived
« then », and the work, as it exists « now ». Maybe this truism brings in fact an intriguing analogy
with the realm of physics and presents the performance as a boundary between different
universes or two phases of a single universe. It is as much with the capacity of the performers
as with the one of the audience that this interface may create various dynamic reflections
which, because of their mirror-like connections and transfers between past and present time
ideas, I identify as The Reflections of Memory.

Baroque operas are in continuous need of a renewal of their interpretations and if the
Historically Informed Performance movement has been making a mark on the musical side, it
is still pertinent to wonder whether or not this musical phenomenon is applicable to stage
performance. If so, the stage director’s role can be the vector of an alternative approach, by
exploring the vestiges of the original stage productions while illuminated by the principles of
the aesthetics of the period and what he knows of the stage practice of the period in question.
These guidelines bring the approach to cognitive philology, because, in addition to the interest
for the material evidence that remains, it focuses on the way the Baroque era was thinking
when it aimed to elaborate opera as an artistic language™. It takes into consideration the
structures of the symbolic that can be perceived in the Baroque material culture to produce all
items and ideas necessary to stage a production today. But this approach is also cognitive by
the way it acquires knowledge and understands historical facts through thought, experience,
and the senses.

The articulation of the process is not new by itself and can be put in relation with
pianist and researcher Paulo de Assis’ acute remarks about artistic research: « The archeological
moment relates to conventional scholarly research, including archival and sources studies; the
genealogy calls for interpretation, semiotic and transtextuality; and the problematization
happens by constructing new and experimental machinic assemblage ».”" This dissertation is
the fruit of my scholarly research and the experimentation around it: my staged productions
are at the same time the product of the research and the problematization of it. Between

30 See: Noé, Alva. “Art and Entanglement in S#range Tools” in Phenomenology and Mind, n.14 - 2018, pp. 30-36. See
also: Arteaga, Alex. “Embodied and Situated Aesthetics: An enactive approach to a cognitive notion of
aesthetics” in “Arts and Research” Artnodes. N°20, pp. 20-27.
https://artnodes.uoc.edu/articles/abstract/10.7238 /a.v0i20.3155/ (accessed 18 June 2018).

31 Appropriating Deleuze and Guattari’s terminology on szrata, Paulo de Assis gives another classification of
existing parts, which mirrors my own defintions. See: Assis, Paulo de. “Towards aesthetic-epistemic
assemblages” in Assemblage Theory 3.0. Book machine. 2014.

https://issuu.com/me21collective/docs/booklet 2 - book machines (accessed 18 June 2018).
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pastiche’ and allusion™, it may be accurate for some aspects of the experiments to speak of
appropriation, as the process uses preexisting “audio” objects — music and text — or images
with little or no transformation applied to them™. However, inherent in my own use of the
term appropriation is the evidence that the modern performance recontextualizes de facto
whatever it has been using to recreate the opera. My exploration aims to demonstrate how
Historically Informed staging has the ability to nourish my own creative process. There is
enough ground to demonstrate that if historically informed staging is still a form of
interpretation in the making it may also be, when establishing itself through The Reflections of
Memory, an expression rich of discoveries and possible creative evolutions for the musical
theatre”. The following chapters will show how I apply this theorical process in the making of
staged productions and to which results.

32 The word « pastiche » is a French cognate of the Italian noun « pasticcio », which derives from the post-
classical Latin « pasticium »: a pie filled with a mixture of diverse ingredients. Metaphorically, « pastiche »
describes a work which is composed by several authors or made from vatious preexisting pieces by a single
author. The term « pasticcio » is first found in the sixteenth century referring both to a kind of pie and to a
literary mixture, and for music, the earliest English attestation is 1742, and in Italian, 1795. The practice of
opera pasticcio was common in Italy in the eighteenth century and Vivaldi’s Roswmira fedele offers some typical
and topical aspects. For a review of my approach to this pastiche, see: Delaméa, Frédéric. “Vivaldi in Scena:
Thoughts on the Revival of Vivaldi’s Operas” in V7valdi, « Motezuma » and the Opera Seria, Essays on a Newly
Discovered Work and Its Background. Edited by Michael Talbot. Turnhout: Brepols, 2008, pp. 169—185.

3 « Allusion » may refer to another art work, but it does not replicate it and requires the audience to share in the
author’s cultural knowledge in order to fully appreciate it. These terms and concepts can be used as
mechanisms of intertextuality. For a full exploration of the postmodern use of pastiche, although this book
does not address the question of opera, see: Hoesterey, Ingebord. Pastiche: Cultural Memory in Art, Film,
Literature. Bloomington (IN): Indiana University, 2001.

3 See: Muller, Julie and Muller, Frans. “Completing the picture: the importance of reconstructing early opera,
the case of the Fairy Queen” in Early Music, 170l. XXXIII, N°4. Oxford: Oxford University Press, 2005, pp. 667—
681. See also : Banducci, Antonia. “Staging a tragédie en musique : a 1748 Promptbook of Campra’s Tancréde” in
Early Music, Vol. XX1, N°2. Oxford : Oxford University Press, 1993, pp. 180-190.

% Some of these views are summarized in an article written following a lecture given at the Schola Cantorum
Basiliensis in 2013, see: Blin, Gilbert. “The Reflections of Memory — A Proposition for a Cognitive Approach
of Historically Informed Staging” in: Historische Anffiibrungspraxis und Oper edited by Christine Fischer, (Zwischentine
3). Zirich: Chronos (in preparation).
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1 Poetic and Performing spaces in Monteverdi’s
operas

This chapter presents my approach to the relationship between space and scenography
for the three remaining operas of Monteverdi. The opera production of Monteverdi spreads
over almost fifty years at a time of major social, religious and philosophical movements.
Artistic growth was abundant at the period and literature, with the development of the printing
press, was not less intense. Taking in consideration the range of visual culture in evidence
from the mid-sixteenth to mid-seventeenth century, I attempt to show how opera drew heavily
on this imagery to stimulate the imagination of the audience. I plan to demonstrate how the
theatrical arts that surrounded Monteverdi and his contemporaries had a profound influence
on the ways in which opera was written, staged and received. By doing so I hope to give a
renewed zzage of Monteverdi’s operas.

From the early attempts of the Renaissance at reconstructing the milieu of the stage of
antiquity, set design had progressed via the scene changes for the musical zntermedii of spoken
drama to the scenery of the Venetian opera. Created in 1607, Monteverdi’s Orfeo belongs to
the beginning of this period, when the language of performance is still a subject of
experimentations, having still some inheritance from the past but by then influenced by politics
more than religions'. By the second quarter of the seventeenth century, opera and the art and
technique of theater design, had undergone a rich development and the opening of public
opera houses in Venice modify the opera purpose and, consequently, its art form™ It is in this
context that Monteverdi’s last operas were created. The scarcity of sources for I/ Rztorno d’Ulisse
in Patria and the plurality of versions for L 7ncoronazione di Poppea turns any study of the sets for
Monteverdi’s operas into a challenging investigation. Although the chronology of
performances and their documentations already offer a great deal of information, the sets of
the Venetian premieres of 1640 and 1643 can be more accurately traced by putting the
spectacles in the context of theater set history and Venetian opera practice.

To evaluate how the research of ideal performing space has connections with the
operas of Monteverdi it is necessary first to outline the main currents in theatre design at the
beginning of the early modern period. Along with the revival of classical culture in the
Renaissance, Buropean artists found most of their inspiration when designing for the
performing space in the writings of a Roman architect, Vitruvius (ca. 80—70 BC to ca. 15 BC).
Back in the first century BC, Vitruvius wrote De architectura, known today as The Ten Books on
Architecture, the only surviving major treatise on architecture from antiquity, which has been
available in numerous editions since 1486. A Venetian edition published in 1511 was very

1 Strong, Roy. Art and Power, Renaissance Festivals 1450-1650. Berkeley (CA) : University of California Press, 1973.

2 Rosand, Ellen. Opera in seventeenth-century Venice, the creation of a genre. Berkeley (CA) : University of California
Press, 1991.
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comprehensive and offered detailed illustrations®. Ttalian artists of the Rinascimento initially
based their reconstructions on Vitruvius’s descriptions of the theatre and the stage®, also
studying the remains of the extant Roman and Greek theatres’. In 1545, architect, painter, and
theatre designer Sebastiano Serlio (1475—ca. 1554) included in his Secondo libro di perspettiva
(published in Lyon, France) a discussion of the stage, influenced by Vitruvius’s descriptions of
Greek and Roman theatres and his own expetiences with temporary performing structures’.
And indeed, Serlio’s proposals are for a temporary theatre, built in wood in a room or a
courtyard. These conditions requiring that a temporary structure be placed within a permanent
one, not designed to contain such structures, influenced the conception of the set in a square
frame, not in the panoramic rectangle that will become the trademark of any set designs. This
set does not comprise all the space devoted to acting, as a flat platform is placed in front of
the elevated slope stage.

Serlio was the first to give a well-developed chart of rules inspired by Vitruvius, who,
apart from the description of the Roman stage, had established a short typology of sets for it:
the scena comica showed a market street in a city; the scena fragica, a square with ancient
monuments; and the scena satyrica, trees and a few huts’. These three sets were supposed to
enable performances of all the dramas of antiquity and the contemporary plays inspired by its
rules. The engravings in Serlio’s book, in the Italian edition published in Venice in 1551, and
constantly reproduced thereafter, show scenes composed around a central path. This path,
which take the character of a street for the Comic and Tragic urban sets, is noticeable even in
the bucolic scenery of the satirical set, which suits the pastoral repertoire, as shown in Figure
1. In each of the scenes, a set of stairs connecting levels shows that performers were able to
go down or up on the stage. They link the realm of the fiction® with the real dominion where

3'The De architectura of Vitruvius published in Venice in 1511 by Giovanni da Tridentino is a folio edition
prepared by Fra Giovanni Giocondo (ca. 1435-1515). It marked a milestone, for the text was considerably
modified compared with those of the first three edmons (ca. 1486, 1496 and 1497) and it included one hundred
thirty-six woodcuts. See: http: .
(accessed 21 November 2017). See also: Paghara Pier Nlcola « Le De architectura de Vltruve edlte par Fra
Giocondo, a Venise en 1511 », in Sebastiano Serlio a Lyon. Architecture et imprimerie. Lyon: Mémoire active, 2004,

pp. 348354,

*In book V, Vitruvius describes how to build theatres and other buildings for spectacles. See: Vitruvius. The Ten
Books on Architecture. Translated by Morris Hicky Morgan, Ph.D. LL.D. New with illustrations and original
designs prepared under the direction of Herbert Langford Warren, A.M. York: Dover Publications, 1960.

5 Theatres such as the ones of Orange, Verona, Roma, Pula, and Vicenza (Teatro Berga) were known and
started to trigger the interest of humanists. See: Ricci, Giuliana. Teatri d’ltalia, dalla Magna Grecia all’Ottocento.
Milano: Bramante Editrice, 1971.

¢ In 1539 in Vicenza, Serlio built a temporary theatre in a courtyard « cortile della case Portesca ». See:
Frommel, Sabine. Sebastiano Serlio architect, translated from the German by Peter Spring. Milano: Electa, 2003, p.
20.

7'The three scenes designed by Serlio (1475—ca. 1554) have been often reproduced. See: Hart, Vaughan and
Hicks, Peter. Sebastiano Serlio on Architecture Volume One, Books I-1” of Tutte 'opere d’architettura et prospetiva by
Sebastiano Serlio. New Haven (CT): Yale University Press, 1996, pp. 86-91.

8 Serlio confirms that these sets make use of visual illusion even for the satirical scene: « Et perche a tempi
nostri queste cose per il piu delle volte se fanno la invernare, dove pochi arbori & herbe con fiori si tritrovano,
si potran bene artificiosamente fare cose simili di seta lequali saranno anchora piu lodate che naturali, percioche:
cosi comme nelle Scene Comiche e Tragiche, se imitano li casamenti & altri edifici, con artifico della pittura:
cosi anchora un quelle se potran bene imitare gli arbori, & ’herbe co’fiori. » In Setlio, Sebastiano, [Libro Primo
& II d’Architettura...], Venezia: G. Battista & Marchio Sessa Fratelli, 1560, p. 27.
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the performance is taking place, as the patron is seated in the center of a middle level in Serlio’s
plans. These stairs, so essential to the circulation between poetic, allegoric and political spaces,
will be present for more than a century, even when permanent performing structures, theatre
buildings, eventually appear. It is worth noticing that the spaces of Vitruvius and of Serlio are
presented in a square composition, a geometrical form which will be soon forsaken and be
replaced by the horizontal rectangle that still predominates today.

SCENE  SATYRIQUE

Figure 1: Sebastiano Setlio, Scene Satyrique,
engraving from a non-identified seventeenth century-century French edition of Libro II d’Architettura...
Collection of Gilbert Blin.

It was near Venice that the first attempt was made to reunite permanent architecture
with the illusionist realm of the stage. In the late 1570s, Andrea Palladio (1508—1580)° created
a theatre in Vicenza for a very distinguished academy of patrons, scholars and artists—the
Accademia Olimpica—with a clear reference to the work of Vitruvius. The overall impression of
the Teatro Olimpico, which took its name from the academy, is indeed that of a roofed Roman
theatre: the ruins of Roman antiquity gave ample visual examples of Vitruvius’s descriptions,
but Palladio was also familiar with the theories of the Roman author, since he had provided
illustrations for a critical edition of De architecturain 1556'. The two main features of the Teatro
Olimpico, inspired by the Greek and Roman remains, are the placement of the rows of benches
designated for spectators in the form of a half ellipse, and the fions scaenae, a monumental wall
in front of which the actors would perform. Palladio’s design of this wall as a stable solution

° For an introduction to the work of Palladio, see: Wundbram, Manfred; Pape, Thomas; Matton, Paolo. Andrea
Palladio, 1508—1580, Un architecte entre la Renaissance et le Barogue. Koln: Benedikt Taschen, 1989. On the Teatro
Olimpico, see: Schiavo, Remo. Guida al Teatro Olimpico. Vicenza: Accademia Olimpica, 1980. See also: Rigon,
Fernando, I/ Teatro Olimpico di Vicenga. Milano: Electa, 1989.

10This edition had comments by Daniele Barbaro (1514—1570). In 1569, he also published in Venice La Pratica

della Perspettiva where he reconsiders the system of the three classical scenes, already theorized by Serlio, but he
adds precise details about defining the stage in perspective.
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to the question of the scenic space turned out to be a misdirected attempt. The Teatro Olimpico
had little influence on the development of scenic arts at the time. Instead, it was the need for
a frame — which would soon develop into the proscenium arch'', representing the transition
from the reality of the auditorium to the illusionary world of the stage — that gives the Teatro
Olimpico the shape we see today. Palladio died before he finished his theatre’s technical
equipment, so the architect Vincenzo Scamozzi (1552-1616)" had to be called upon to design
the “sets” for the theatre’s first production, the Sophocles Oedjpus Rex, in 1585".

Scamozzi’s evocation of the city of Thebes, seven streets leading to the seven famous
gates of the city, appears like a multiplication of the scena tragica described by Vitruvius'®. But
far from respecting Palladio’s original idea, this intervention reduces the monumental wall to
the function of a proscenium arch®. By enlarging the central gate, Scamozzi turns the Palladian
wall into a frame. He proceeds with the idea of a permanent set but does so by constructing
streets of houses built in three-dimensional perspectives, thereby offering the possibility of
movement to the actors, who can appear in the streets of this Citta Ideale.'® Scamozzi was the
sole designer of I/ Teatro Olimpico at Sabbioneta, which the local inhabitants prefer to call I/
teatro all’Antica to avoid confusion with Palladio’s theatre'”. Constructed between 1588 and
1590, 1/ teatro all’Antica was the first example of a theatre built as a single building, and this
isolated structure also offers a new articulation of the scenic space with the auditorium, all
integrated in a rectangle plan. Within the building is a U-shaped amphitheater with stepped
rows of seats under a colonnade of Palladian inspiration. A permanent set, seen through a
proscenium arch, represented a city street in the same style as the ones that Scamozzi had
designed for Vicenza. The configuration of this theatre, based on an architectural approach,

" The frontispiece of I Quattro libri dell’ Architettnra by Andrea Palladio, published in 1570 in Venice, presents
figures of Architecture and of Geometry in front of an arch/wall meeting with some figures of fame and glory.
Later, in 1638, Sabattini, forsaking the allegory, extended the notion : See: Sabbattini, Nicolo, Pratigue pour
Jabriquer scénes et machines de thédtre, Traduction de Maria Canavaggia et Louis Jouvet. Neuchatel : Ides et
Calendes, 1942, Chapitre 31 : « comment colorier le parapet de la scéne », p. 51.

12 “Vincenzo Scamozzi” in Sabbioneta, gnida alla vista della citta. Sabbioneta: 11 Bulino edizioni d’arte, 1991.
13 Edipo tiranno of Sophocles was performed in a translation by Orsato Giustiniani on 3 March 1585.

14 Subtle differences between the architectures of buildings in each street seem to follow the original idea of
Palladio: at the center the royal gate (porta regalis), and on the sides the streets where the foreigners to the city
would come from (portae hospitales o hospitalia). See: Schiavo, Remo. Guida al Teatro Olimpico. Vicenza: Accademia
Olimpica, 1980, p. 100. The commission to evocate Thebes with its seven gates was clearly expressed by the
stage director of the play, Angelo Ingegneri. See: Beyer, Andreas. Palladio I.e Théitre Olympique, architecture
triomphale pour une société humaniste. Paris: Adam Biro, 1989, p. 39.

15 Despite the work by Vincenzo Scamozzi, the initial project of Palladio is still clear for well-read amateurs as
noticed by Carlo Goldoni in the eighteenth century (I underline) : « Je vis avec plaisir a Vicence le fameux
Théatre Olympique de Palladio, tres célebre architecte du seizieme siecle, natif de cette ville, ’admirai son arc de
triomphe, qui, sans autres ornements que ceux de proportions régulicres, passe pour le chef-d’ceuvre de
'architecture moderne. » in Goldoni, Carlo, Mémoires de M. Goldoni, pour servir a [bistoire de sa vie et a celle de son
théatre, Edition présentée et annotée par Paul de Roux. Paris: Mercure de France, 1965, Chapitre XXVII, p. 119.

16 Palladio seemed to have initially thought to use the Periakto, this triangular construction thought to come
from ancient Greece, which was supposed to offer a view through the doors on three different types of

settings. But as the detailed plans are lost, it is difficult to have a clear idea of what exactly Palladio had in mind.

17 A revelatory tradition if « all’Antica » refers to the Roman times, as suggested with the capital letter A.
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was meant to focus the eyes of the audience on the stage, where the use of forced perspective
was drawing the eye.

In the sixteenth century, the stage was thought to be a picture; as such, the rules of
perspective in painting could be applied to it. Even in the beginning, however, the three types
of sets mentioned by Vitruvius were approached with ingenuity. The idea of combining
illusion—where the surfaces were painted in an illusionist manner—and reality, with the flat
shutters assembled in space to create an architectural effect, came from previous forms of
entertainment ranging from church pageants to feasts for princely weddings'®. Soon European
writers were creating new dramas that, although inspired by the classic Roman and Greek
models, showed some freedom in their conception. Like these earlier forms of entertainment,
both comedy and tragedy were performed with music. Singers and dancers were combined
with luxurious costumes and scenery to produce incredibly extravagant entertainments.
Florence led the development of these infermedii, at the occasion of the princely weddings.
Bernardo Buontalenti (1536—1608)" had set the Florentine standard in 1589 for these
extravaganzas with his memorable sets for the ntermedii of La Pellegrina. All kinds of devices
were used, but in the third zntermedio showing la 1 ittoria di Apollo su Pitone, what was to become
the main feature of the art of theatrical perspective in the seventeenth century was introduced:
a series of wing flat shutters, placed on two diagonals converging on a distant central vanishing
point. This pictorial concept, developed further through the establishment of Florentine opera,
will ultimately predominate for centuries.

18 Magagnato, Licisco. Teatri Italiani del Cinguecento. Venezia: Neri Pozza Editore, 1954.

19 For reproductions of some of the sets by Bernardo Buontalenti, see: I/usion et Pratique du Théitre, Propositions

pour une lecture de l'espace scénique des Intermedes florentins a I'Opéra-comique vénitien. Paris: Editions des Musées de
France, 1976.
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1.1 Orfeoin Mantua

« I have always made a small, carefully measured modello in wood and paper card

and it served me easily to scale up each individual thing to a very accurate,

full-size version of the work I had undertaken.

This lesson may perhaps be difficult to follow for some students of this science,

but I can make it more intelligible only by advising them to make wodells,

because the experience attached to the study reveals the truth of what one is looking for. »

Sebastiano Setlio, [ibro II d’Architettura..., Paris, 1545.

It is in the dynamic context of exploration of the performing space that Orfeo by
Alessandro Striggio (1573-1630) and Claudio Monteverdi (1567—1643) came to fruition in
Mantua. Even though considered by many as the first true opera, Orfeo was not written for the
theatrical building equipped with a proscenium frame that would soon be synonymous with
the genre in which it later came to shelter. Although there is still a great deal of research to be
done about the actual material context of the first performance of Orfeo, it has been established
with certainty that the premiere on 24 February 1607 did not take place in a theatre butin a
room of the ducal palace in Mantua. Furthermore, in these modest conditions, Orfeo was first
presented in front of a very restricted audience: the members of the Accademia degli Invaghiti,
the “Academy of the enamored.” Alessandro Striggio, author of the libretto, was himself a
member of this society of gentlemen longing for knowledge, who discussed the arts and
studied the Roman and Greek classics during their meetings. Not conceived as a grand court
festivity, like most of the other first attempts to create full-length musical dramas®, and far
from the idea of pure entertainment, Orfeo was conceived as an experimental work by a poet
and a composer striving for new musical ways of expression.

While not totally free from political message, diplomatic influence and circumstantial
allegory, the piece manages to establish a new level of artistic ambition. The complexity and at
the same time candid character of the music by Monteverdi, and the clarity in Striggio’s libretto
of the metaphysical treatment of the myth of Orpheus, make the piece a kind of an intellectual
modello. Although it is generally accepted that Ozfeo has all the qualities to be considered an

20 « J’ai toujours en telz accidentz faict un moule ou patron d’aix de papier, & de boys mesurez le plus justement
possible, & cela m’a servy pour faire facilement en grand, 'ouvrage que j’avoye entrepris. Je ne scay si ceste
lecon sera malaysée a entendre a aucuns studieux de cette science. Mais je ne la puis rendre plus intelligible que
par conseiller qu’ilz facent des moules, car experience conjoincte a I'estude faict trouver la vérité de ce que I'on
cherche. » In Setlio, Sebastiano, [Lzbri d’Architettura...], Paris: Jehan Barbé, 1545, p. 66.

2! Dafne by Ottavio Rinuccini with music by Jacopo Peri, first performed in Florence during the Carnival of
1598, is the earliest known work that could be considered an opera. Ewridice from the same authors followed in
1600. I/ rapimento di Cefalo by Gabriello Chiabrera and Giulio Caccini was performed the same year. Caccini
wrote his own Euridice, performed in 1602, on the same libretto by Rinuccini. For general orientation, see:
Donington, Robert. The Rise of Opera. London & Boston: Faber and Faber, 1981. For Peri, see: Mayer Brown,
Howard. “Opera Began: An Introduction to Jacopo Peri’s Euridice (1600)” in The Late Italian Renaissance 1525—
1630, edited by Eric Cochrane. London: Macmillan, 1970, pp. 401-443. On the less-known Cefalo, see: Carter,
Tim. “Rediscovering I/ rapimento di Cefalo” in Journal of Seventeenth-Century Music, V'olume 9 (2003) No. 1.
https://sscm-jscm.org/v9/nol/carter.html#AuthorNote (accessed 18 December 2017).
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opera, by referring to the term “modello,” which is a preparatory study or model, I want to
switch the attention from the temporal (time) approach, although taking in consideration both
historical and musical aspects, to a questioning of the space, both poetic and factual, to show
the specificities of Ofeo that should be addressed by any staging. The word “modello,” which
gained currency in art circles in Tuscany in the fourteenth century, and the Latin term modulus,
a synonym of typus, “archetype,” are pertinent to Ozfeo. Usually proportioned in a smaller
scale than the final version, this model for a work of art or architecture is especially produced
for the approval of the commissioning patron before its full development: all aspects that
accord well with what we know of the context of the creation of Orfes.

The distinguished Accademia degli Invaghiti could pride itself for being under the
protection of the Duke of Mantua, Vincenzo I Gonzaga (1562-1612), and, even more so,
under the active patronage of the heir to the Mantuan throne, Francesco IV Gonzaga (1586—
1612), the prince who sponsored Orfeo. The Gonzaga family had a strong practice of
patronage™, without a doubt emulated by their familial and political links with the Florentine
court. Ferdinando Gonzaga (1587-16206), the younger brother of Prince Francesco, had
already written the text and music for a court ballet performed in Pisa in 1606 for the Medici
court, where, as a cleric scholar, he was acting as de facto Mantuan ambassador. The
correspondence between the two brothers shows their common interests in this type of
entertainment and artistic research, certainly nourished by their memberships in the Accadermia
degli Invaghiti, but if the 1606 spectacle showing I abatimento di Dario et il finto Alessandro by
Ferdinando is clearly a typical Florentine court ballet”, what Francesco was planning for the
following year in Mantua was something more radical. Both Gonzaga brothers were busy in
1607, each prepating a « comedia in musica »*. Francesco asked his brother to send singers
belonging to the Medici court to Mantua® for Orfes, and Ferdinando had informed his brother
of his own project: « I spend the carnival very cheerfully and work on my comedy,
optimistically to have it performed on Monday of the carnival, hoping that I will be able to
enjoy it and that it will please me. »*

A week later, the Medici court could enjoy Ferdinando’s work in Pisa: « on this day 26
[February 1607] at 22 o’clock H. H. went with the whole court in the room called Consoli di
Mare where a comedy in music was recited, the one that Cardinal Don Ferdinando Gonzaga

22 On the Gonzaga influence and relation with music, see: Fenlon, lan. Music and patronage in sixteenth-century
Mantua. Cambridge: Cambridge University Press, 1980, pp. 119-160.

23 The role of Alessandro was danced by the young Francesco Medici (1594-1614). See: Solerti, Angelo. Musica,
ballo e drammatica alla corte Medicea dal 1600 al 1637, notigie tratte da un diario, con appendice di testi inediti e rari. Firenze:
R. Bemporad & figlio, 1905, pp. 37 & 38.

2 Nomenclatura of entertainments is extensive during the early seventeenth century. See: Calcagno, Mauro. From
Madrigal to Opera, Monteverd:’s Staging of the Self. London: University of California Press, Ltd. 2012, pp. 17 & 18.

2 See: Fenlon, lain. “Monteverdi Mantuan Orfeo: Some New Documentation” in Early Music, 10l. 12, No. 2
(May 1984). Oxford: Oxford University Press, 1984, pp. 163—-172.

20 Ferdinando to Francesco, 18 February 1607: « vado passando il carnevale assai allegramente et tirando
innanzi la mia comedia par farla rappresentar il lunedi di carnevale, sperando che mi riuscira benne et a gusto
moi ». Francesco answered : « Prego V. E. a darmi ragguaglio della sua opera recitata costi, che per farmi
credere che sia stata bellissima, bastava di ch’essa ¢ sua » in Bertolotti, Antonio. Musici alla corte dei Gonzaga in
Mantova dal secolo XV al XVII1. Notizie e documenti raccolti negli Archivi Mantovani. Milano: Ricordi, 1890, p. 86.
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had done »*". Created two days apart, both works had in common that they were conceived
partly as court spectacle and partly as experimental, since the carnival allowed a freedom for
the overall conception of what elements might be included in the entertainment that the
diplomatic and celebratory concerns during weddings and state visits, their customary field of
production, did not™. These social events, where the distinction between audience and
spectators sometimes ran very thin, were of a variable nature: masquerade, banquets, feasts,
etc. They were all based on exploring the relationship between poetry, music and visual arts,
one of the most fruitful debates of the academies at the time.

Did the « comedia in musica » by Ferdinando in Pisa draw again from history as had
the one from the year before, or was it inspired by mythology, like the one Francesco produced
in Mantua? The Pisan work seems lost, but the origin of the two pieces by the Gonzaga
brothers are entwined in time, and the locations of their creations shed some light on the
shapes their first performances took. The room in Pisa where the comedy of Ferdinando
Gonzaga was performed is called « Consoli di Mare ». It may be the room where the
Magistrature of the Consuls of the Sea was established during the era of Florentine domination,
with the purpose of administering trade justice and regulating the dikes and the drainage of
water in the Pisan damp plain. The « salone » on the first floor, with a majestic vault composed
with admirable frescoes depicting in compartmented sections Ovidian myths such as the tales
of Diana and Actacon and of Love and Psyche, the labors of Hercules and other deities, was
a fitting place for a piece which was likely to have been in the Florentine style.

It is also obvious that the Prologue of Orfeo was written as taking place « hic et nunc »,
in the very place and time of the performance. The request for silence by Music, the character
who gives the address, to be made on « these banks » is clearly an evocation of the geographical
location of Mantua, almost an island then, surrounded by lakes and next to the river Mincio.
This convention presents the coming show as a performance, commanding attention from the
audience, and more specifically the patrons, to the story and the tale. The Gonzaga family
received praise for its support to the society when Alessandro Striggio paid tribute to its kin in
the very first lines of the prologue of his libretto for Orfes: « Glorious Heroes, noble descendent
of Kings, / Of whom Fame proclaims high praise, / Yet without attaining the truth because it
is beyond description »”. The allusion to the praise of Fame was establishing a strong relation
between the « descendents » of history, and the « Heroes » of mythology. The character of
Music then tells the Gonzaga that she is about to tell the story of another hero: Orpheus, the
mythical artist. Orpheus was among a small number of mortals whose art was so outstanding
that they could measure themselves with the gods, the first musicians. Orpheus was the most
renowned, as he was the only one to ally instrument and voice, music and poetry.

27« 1607 [Feburary] et adi 26 detto [lunedi] alle 22 ore S.A. ando con tutta la corte nella sala detta dei Consoli di
Mare dove se recitd una comedia in musica la quale fece fare il sig. Don Ferdinando Gonzaga » in Solerti, Angelo.
Musica, ballo e drammatica alla corte Medicea dal 1600 al 1637, notizie tratte da un diario, con appendice di testi inediti e rari.
Firenze: R. Bemporad & figlio, 1905, p. 38.

28 Blumenthal, Arthur R. Theater Art of the Medici. Hanover (NH): Dartmouth College, 1980.

2 «Inclit Eroi, sangue gentil de’ Regi, / Di cui natra la Fama eccelsi pregi, / N¢ giunge al ver, perch’e tropp’
alto il segno. » In Striggio. Orfeo, Prologue. The references to the libretto of Orfeo in this dissertation are from
my performing edition of libretto based on the text published by Francesco Osanna in Mantua in 1607 and the
variants of the scores published in Venice by Ricciardo Amadino in 1609 and 1615. Striggio, Alessandro. Orfeo
Favola in Musica (A Tale in Music). Alessandro Striggio. Claudio Monteverdi. English Translation by Gilbert Blin.
Cambridge (MA) : Boston Eatly Music Festival, 2012.
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1.1.1 Orpheus, the Humanist figure

The figure of Orpheus was well defined by ancient literature: Apollonius of Rhodes,
the Greek poet living in the third century BC, tells how Orpheus, the son of the muse Calliope,
took part in the Argonauts’ quest to recover the Golden Fleece™. Even if his strength did not
lie in fighting or cunning behavior, he certainly showed himself to be valuable. When Jason’s
companions were tired at the oars, Orpheus let his lyre sing, and at once the rowers started to
beat the water in rhythm. And again, when an argument threatened, his instrument had such
calming effects that even the most aggressive of the heroes regained their composure and
forgot their rage. Not even the singing of the immortal Sirens could measure up to his music,
and Orpheus diverted it from the ears of the Argonauts by the power of his own voice and so
saved their lives. Two Roman poets, Ovid and Virgil, completed the Orpheus story and gave
matching accounts of his unhappy union with Eurydice™. Each of their texts describes in detail
Orpheus’s strength and increasing power. The musician no longer bewitched only human, but
also the animals of the fields. The power of his singing was so great that the wild beasts
followed him; even the rocks, the plants and the trees moved. No one could withstand him,
everything both living and lifeless followed him, and even the rivers changed their courses to
get closer to him. Orpheus the artist, accordingly, had great power: the power to transform the
otder of the gods, the power to create a new order of nature.

Figure 2: Orphéus chafming all. Engraving from Ouwidii Metamorphoseon.
Venice: Ioannes Gryphius, 1591.

The lords of the universe took offense that a mortal could possess such power, and
they put Orpheus to the test. Here ensues in the Orpheus myth the twofold experience linked

30 The Editio princeps of Apollonius’s works was published in Florence in 1496. Orpheus is mentioned in:
Book 1, lines: 23, 32, 494, 540, 915, 1134; Book 2, lines: 161, 685, 928; Book 4, lines: 905, 1159, 1409, 1547.

31 Ovid tells the story of Orpheus in the Book X of his Metamorphoses. For the vatious eatly editions of Ovid’s
works, see: http://ovid.lib.virginia.edu/ovidillust.html

Virgil tells about Orpheus in the Georgics. Book 1V, 453-527. For Virgil, see:
http://www.perseus.tufts.edu/hopper/textrdoc=Perseus %3 Atext%3A1999.02.0059%3 Abook%3D4%3 Acard
%3D453
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with Eurydice. The young wife’s death, the first ordeal that the singer endured, failed to
diminish Orpheus’s artistic power: indeed, the experience of pain enhanced his inspiration.
The suffering did not crush the poet’s lyre, but made it sing more deeply, more movingly. The
other, more subversive, baptism of fire begins with Orpheus being put to the trial: he is allowed
to test his bewitching art on the gods. His success with the deities of the Underworld, the
hardest of them all, appears to confirm and increase his power, and even these gods seem to
yield to it. Has Orpheus become the equal of a god?

It is through the express condition of the reunion with Eurydice, however, that his true
ordeal comes: he must not turn around. This prohibition works within him to call up one of
the basic elements in man’s lot: the phenomenon of doubt. This doubt appears in Orpheus’s
and Eurydice’s passage from darkness to light, and it affects the artist so that at last he is
overwhelmed and made into that which he has always been: a human being. Orpheus doubts,
turns around, and loses Eurydice. The gods can be content: however great the artist’s power
may be, a god he is not. The artist is a human being like all the others. Although he has lost
Eurydice, Orpheus continues to sing, and his power over the world is not reduced but, on the
contrary, grows greater. Therefore, the gods decide to put an end to him: only his death can
satisfy them. The women of Thrace cast themselves upon Orpheus, in the excitement of their
Bacchanalian orgies, and tear him to pieces. But his head, which is separated from his body,
continues to utter Eurydice’s name, like the ceaseless love and indomitable hope in the heart
of mankind. To interpret the Orpheus myth can be only an attempt, but whatever moral one
takes from the events, the Gods, the Artist and the Mortal articulate essential relations between
them and that may explain the attraction of the Humanism movement for the character™.

Figure 3: Orpheus and the Baéchants. From Ouwidii Metanorphoseon.

Venice: Ioannes Gryphius, 1591.

32 This interpretation of the myth of Orpheus was first expressed in relation with my production of Gluck’s
Orfeo ed Eunridice at the Theatre of Drottningholm. See: Blin, Gilbert. “The Gods, The Artist and the Mortal, An
attempt to interpret the Orpheus myth” in Program 1998, Drottningholms Siottsteater, Stockholm: Drottningholms
Teatermuseum, 1998, pp. 68 & 69.
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1.1.2 Otrfeo: a static lesson

Striggio, a member of the Academia, was cleatly inspired by the works of Ovid and
Virgil, but the full enterprise may have been conceived as a tribute to a famous play by Angelo
Poliziano (1454-1494) on the same subject. Poliziano’s a favola d’Orfea” had been performed
more than one hundred years earlier in Mantua for the 1490 wedding of Francesco II Gonzaga
(1466-1519), the ancestor of Striggio’s own patron, Francesco IV. Striggio’s Orfeo follows the
outline of Poliziano’s: a prologue gives the subject of the tale — Orpheus’s travails — and then
a succession of scenes is presented, conceived as episodes, whose autonomy had previously
inspired various forms of visual representation™. Poliziano already presents Orpheus as a
sovereign poet, an idea that runs through all his writings”. But, by omitting the character of
Aristeo, the other suitor for Euridice, Striggio concentrates further on the figure of Orfeo. His
favola exhibits some common points with the morality plays popular in the fifteenth century,

in which the protagonist, always on stage, is met by personifications of various moral values
before his fate is decided™.

This similitude with the earlier type of spectacles can be supported by the fact that
Orfeo of 1607 may have been seen by Striggio and his fellow academicians as a new type of a
moral allegory about the meaninglessness of earthly life. Around this time, the transient nature
of all earthly attachments and pursuits, including musical eloquence, was at the center of
reflecting. In this vein, La Rappresentatione di Anima et di Corpo by Emilio de” Cavalieri (ca. 1550—
1602) was a first milestone in February 1600. With this « Representation of the Soul and the
Body », Cavalieri regarded himself as the composer of a new genre’’. Whether the work, on a
libretto by Agostino Manni (1548—1618), is better categorized as an opera or an oratorio is
subject to some academic debate. But as it was first performed in Rome during Carnival time,
in the Oratorio dei Filippini, adjacent to the church of Santa Maria in Vallicella, the moral

3 See: Poliziano, Angelo. Fabula di Orfeo, in Stanze, Orfeo, Rime, introduzione, note e indici di Davide Puccini.
Milano: Garzanti, 1992.

3 See: Calcagno, Mauro. From Madrigal to Opera, Monteverdi’s Staging of the Self. London: University of California
Press, 2012, pp. 22 & 23.

% As Stephen Murphy puts it: « Poliziano marks the culmination of Quattrocento discourse on poetry, in
particular two currents: the essential category of praise as idealized gift exchange and the elevation of poetry to
a position of sovereignty and primordiality. » See: Murphy, Stephen. The Gift of Immortality: Myths of Power and
Humanist Poetics. Vancouver: Fairleigh Dickinson University Press, 1997, p. 31. See also the article of Paola
Ventrone about Angelo Poliziano in: Encyclopedia of Italian Literary Studies. New York: Taylor & Francis, 2007,
pp- 1463-1469.

3% For Italy: Ventrone, Paola. “The Influence of the Ars praedicandi on the Sacra rappresentazione in Fifteenth
Century Florence”, in Prédication et liturgie an Moyen Age, études réunies par Nicole Bériou et Franco Morenzoni.
Turnhout: Brepols, 2008, pp. 335-348 and Stallini, Sophie. Le théitre sacré a Florence an X1'e siécle. Une histoire
sociale des formes. Patis: Presses Sorbonne Nouvelle, 2011. For texts of this kind in Italy, see: D’Ancona,
Alessandro. Sacre rappresentazioni dei secoli X1V, X1/, ¢ X1/1. Firenze: LLe Monnier, 1872. For France, see:
Helmich, Werner. Moralités francaises. Réimpression fac-similé de vingt-deus: picces allégoriques imprimées anx XV'e et X1/Te
szecles. Slatkine: Geneve, 1980.

37 See Cavalieri’s text in Carter, Tim. “Composing opera from Dafire to Ulisse Errante”’ in Practica musica No. 2.
Krakéw: Musica Jagellonica, 1994. (English translations of Italian originals of Rinuccini, Peri, Caccini, Marco da
Gagliano, Cavalieri, Agazzari, Vitali, Mazzocchi, Ottavio Tronsarelli, Landi, Michelangelo Rossi, and Giacomo
Badoaro.)
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edifying purpose is clear’. The specific request Cavalieri made that the orchestra should not
be seen by the audience was also an attempt to elevate the Rappresentatione to a mystery play. In
1607, Striggio elevates the figure of Orpheus to the one of a humanist « saint », by unfolding
the edifying content of the « Favola » in two main poetic gestures and in an ingenious dramatic
construction artifact.

The first poetic device Striggio uses in his libretto to write the story of Orpheus as a
moral lesson on the fleeting nature of human life is the direct inclusion of philosophical
considerations. The verses which conclude Act II are a clear summary of the moral lesson:
«Let no mortal man trust / Fleeting and frail happiness, / That soon vanishes, and often /
after a great ascent a precipice is neat. »” It echoes the « Time the devourer of all things »*
found in Ovid. In the following acts Striggio integrates in each chorus rewordings of thoughts
of Roman philosophers: these humanist paraphrases capitalize on the knowledge of the
listeners by awakening a reflective attitude. « No undertaking by man is attempted in vain, /
Nor against him can Nature further arm herself. »*! which starts the conclusion of Act I11 is
related to the « Nothing is impossible for humankind »* of Horace. The end of this act also
builds on the parallel between Orpheus’s travails and human destiny: « and of the unstable
plains / He has ploughed the wavy fields, and scattered the seeds / of his labors, when he has
gathered golden harvest »*. By the very end of the piece, this angle is clarified in the epilogue
with the well-known « He who sows in sorrow / Reaps the fruit of all grace »*. Both are
rewordings of « As you sow — you shall reap »" found in Cicero and the Bible. This poetic
device works on memory because the situation, besides the paraphrase, makes the
listener/viewer thinks of the quote, accentuating the prompted spititual reflection. To present
Orpheus as a parable, Striggio was relying on the high level of erudition of the members of the
Accademia degli Invaghiti who, all well learned in Latin, would have knew these quotes*. Next to
these Latin elicitations, Striggio also quotes recent authors, albeit these are more difficult to

3 In the 1640s, Giacomo Carissimi (1604/1605-1674) wrote 1V anitas vanitatum, a short piece for two voices with
text from the Eclesiastes, which takes its title from the Iu/gate 1:2; 12:8 where the verse is rendered as « Vanitas
vanitatum omnia vanitas ». For musical and stage expressions of the Counter-Reformation, see: Lowe, Robert
W. Mare-Antoine Charpentier et I'opéra de college. Paris: G.-P. Maisonneuve & Larose, 1966.

3 « Non si fidi huom mottale / Di ben caduco a frale, / Che tosto fugge, e spesso / A gran salita il precipizio &
presso. » in Striggio. Orfeo, Act I1.

40 « Tempus edax rerum » in Ovid. Metamorphoses, Book XV, 234.
# « Nulla impresa per uom si tenta invano / Né contt’ a lui piu sa natura armarse. » in Striggio. Orfeo, Act I11.
42 « Nil mortalibus ardui est » in Horace. Odes, Book 1, ode II1.

4 « Ei de Pinstabil piano / Aro gli ondosi campi, e ’l seme sparse / Di sue fatiche, ond” autea messe accolse. » in
Striggio. Orfeo, Act 111

# « chi semina fra doglie / D’ogni grazia il frutto colgie. » in Striggio. Orfeo, Act V.

4 « Ut sementem feceris ita metes » in Cicero De Oratore and from the ninth book of the New Testament, Paul
the Apostle’s Epistle to the Galatians, 6:7: « Be not deceived; God is not mocked: for whatsoever a man soweth,
that shall he also reap. », as found in 1611 King James Version of the Bible.

46 See: Black, Robert. “School” in Tilg, Stefan and Knight, Sarah. The Oxford Handbook of Neo-Latin. Oxford:
Oxford University Press, 2015.
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trace. The most obvious quotation is the « Abandon hope, all Ye who enter here »* that Hope
reads to Orpheus at the entrance of the Underworld. Coming from the Dzvine Comedy by Dante
(ca. 1265-1321), it extends the relation to Virgil, as it is this author, as a fictional character in
Dante’s book, who explains it: « Here all doubt needs must be abandoned, /All weakness must
needs be here extinct. / We to the place have come, where I have told thee / Thou shalt behold
the people dolorous / Who have foregone the good of knowledge. »* « Forego the good of
intellect »: this understated elucidation of the damnation supports a spiritual background and
helps to confer Orfeo an ambitious moral scope.

The second device used by Striggio to elevate the myth to a spiritual journey is the
inclusion in his libretto of simple words, evocative of material objects commonly used in visual
vanitas. The Latin noun vanitas means « emptiness », from the Latin adjective « vanus »,
meaning empty, and thus refers in this context to the traditional Christian view of the worthless
nature of all earthly goods and pursuits. Vanitas visual themes were common in medieval
funerary sculpture art, and by the fifteenth century, these became extremely explicit, reflecting
an increased obsession with death also seen in the illustrations of the .Ars moriendi, the
depictions of Danse Macabre and in the ovetlapping motif of the Memento mori®. With the
Humanist movement of the Renaissance such motifs gradually became more emblematic and
founded a new field in the still-life genre. Works executed in the vanitas style were meant to
remind viewers of the transience of life, the futility of pleasure and the certainty of death. In
the realm of visual arts, common pictorial vanitas symbols include skulls, which are a clear
reminder of the certainty of death, but also fruits and flowers (decay), bubbles and smoke
(suddenness of death), hourglasses and musical instruments (brevity and ephemeral nature of
life)”. Striggio integrates some of these themes in his libretto (See table 1), and some hand
props, inspired by the accounts of Ovid and Virgil, may have completed the picture when
Striggio’s words were not explicit enough. Horace’s « Ut pictura poesis »”' was a definite subject
of reflection for Humanist culture and discourse. This parallel of Horace, taken up again by
the Italian treatises on painting, where it was also quoted in reverse, expressed the wish that
painting was considered to be an art directly related to poetry™. The transfer of a philosophical
concept to a visual expression created the unique pictorial genre of the vanitas, but this field
was also present in stagecrafts, where poetry and painting coexisted, and were merging to
create the new form of Rappresentatione. Already well organized in a language at this period,
allegory and emblems were used in profusion and created a visual culture whose condition of

47 « Lasciate ogni Speranza o voi ch’entrate » in Striggio. Ozfeo, Act I1I and « Lasciate ogni Speranza, voi ch’
entrate! » in Dante (Durante degli Alighieri). Dzvina Commedia, “Inferno”, Canto III.

48 « Noi siam venuti al loco ov’ io t” ho detto / che tu vedrai le genti dolorose / ¢” hanno petrduto il Ben dell’
intelletto. » in Dante (Durante degli Alighieri). Divina Commedia, “Inferno”, Canto II1.

49 Mayen Age entre ordre et désordre. Paris: Réunion des musées nationaux, 2004, pp. 184-187.

0 See: Schneider, Norbert. Les Natures Mortes, Réalité et symbolique des choses, La peinture de natures mortes d la
naissance des temps modernes. Koln: Taschen, 1994, pp. 76-86.

51 Horace. Ars poetica, Verse 361.

52 Reflecting the opinion of many scholars, the comparison refers, through Latin Plutarch (c. 46 AD — 120 AD),
to the Greek lyrical poet Simonide de Céos (556 BC — 468 BC). Sce: Rensselaer, Lee Wright. U? Pictura Poesis,
The Humanistic Theory of Painting (1940). New York: W. W. Norton & Co., Inc. 1967, pp. 3—9. For an example of
Horace’s influence in the seventeenth-century visual culture, see: Asemissen, Hermann Ulrich. 1Vermneer, L’ Atelier
du Peintre on 'image d’un métier. Paris: Adam Biro, 1989, pp. 49-58.
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ephemerality linked itself with the fleeting nature of life. The conception of Orfeo, and its first
performance, must have drawn substance from this fertile philosophical debate. Certainly, the
words of Apollo in the second finale are an echo of this spiritual idea: « Do you still not know
/ How nothing that delights down here will last? »”. By merging the time frame of the tale
with the time development of the show, Striggio creates a structure which he develops further

by integrating different pictures.

ActV ActV
Prologue  Act1 Act IT Act 11T Act IV second
first part
part
TIME « perdando il
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Table 1: Orfeo’s dramaturgical themes in chronological order.

1.1.3 Orfeo: a dynamic construction

These devices are of a poetic nature, playing with Latin roots and culture, but in the
overall construction of his libretto, Striggio also uses a dramatic construction which
accentuates the idea of a cycle of life and its submission to time. Attached like the time frame
to the character of the protagonist, this device is of a spatial nature and therefore had naturally
an impact on the space components of the performance. While the first vocal involvement of
Orfeo is already centered on the memory of the first time he saw Euridice and how she initially
responded to his courtship, the notion of return, central to the tale of Orpheus, is also
exploited in a spatial way in the rest of the piece. By twice bringing back his main character in

5 « Anco non sai / Come nulla qua giu diletta e dura » in Striggio. Orfes, Act V.
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a space which has seen events of an opposite emotional nature, the poet forces contemplation
and reflection in the main character and, through Orfeo’s self-expression, in the audience. The
first return takes place at the beginning of Act II, when Orfeo comes back with the shepherds
to the place where he had lamented about his then-unreciprocated love for Euridice, an event
that took place before the telling of the tale. « Here I return to you, / Dear forests and beloved
meadows [...] Do you remember, O shady groves, / My long and harsh torments / When, at
my laments, the rocks were moved to pity? »* Here the negative past has vanished, as the
present, shared by the shepherds and the audience, is happy. But during the act, the atmosphere
changes as this space is also the one where Orfeo hears about the death of Euridice. The
second return, at the beginning of Act V, is more striking as Orfeo, after having lost Euridice
in the Underworld, comes back to the same place where he heard of Euridice’s death: « These
are the fields of Thrace, and this the place / Where my heart was pierced / By grief at the
bitter tidings ».> This goes beyond retrospection to become a reflective moment, and Striggio
and Monteverdi integrate the character of Echo™, who by returning the last words of Orfeo’s
lamentations like she did for Narcisse, advises him that he has « wept enough ». These returns
to the same place certainly had a direct effect on the conception of space during the original
performance.

Prologue Act II/act
Act1 v Act 111 Act IV Aet ¥V
second part
first part
« prato
adorno » « « Di morte ampie
E)PIQS%N AL ¢ queste « in questi boschi « Alude ﬁletfi campagne...questi «al cielo »
TEXT rivey prati » ombrosi » Et N » abissi...  orrribile
« campi di agho carverne »
Traccia »
flowery
Mant In  th n;leaéldf)ws, Dark Vast fields of death
SPACE antua cse shady marsh...Black ...abysses...terrible To Heaven
meadows groves swamp caverns
Fields  of
Thrace

Table 2: Spaces in Orfeo. NB: The prologue englobes all locations

This series of episodes may have been visually emphasized by a long stage, that the
Italians of the fifteenth century called « talamo » (the bed), divided in different spaces, showing
for each a different location of the plot, the « luogo deputato ». Or even different set units like
the mansions used in medieval theatre to represent specific places, such as Heaven or Hell,
organized from right to left. In this lens, Ozfeo also clearly articulates itself between the two
poles of the Underworld of Pluto and the Aether where Apollo brings Orfeo. Flanked by these
opposites, all other spaces can find a location in between. The actors would move between
these mansions as the play demanded, accentuating the idea of the quest of Orpheus, depicting
the wanderer’s path and his bitter return. The « platea », the acting area of the stage around or
along which mansions were placed, would take on the scenic identity of the particular mansion

5% « Orfeo: Ecco pur ch’a voi ritorno, / Cate selve e piagge amate / [...] / Vi ricorda o boschi ombrosi /De’ miei
lunghi aspri tormenti, / Quando i sassi 2’ miei lamenti / Rispondean fatti pietosi? » in Striggio. Orfes, Act I1.

55 « Orfeo: Questi i campi di Tracia, e quest’e il loco / Dove passommi il core / Per I’'amara novella il mio
dolore. » in Striggio. Orfeo, Act V.

36 See: Ovid. Metamorphoses, Book 111, 356.
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where the story was taking place. Like in ancient Greek dramas, that is perhaps where the «
coro stabile » would comment on the adventures of Orpheus. This performance system also
has roots in the liturgical plays popular in Italy and continental Europe, where the stations
were lined up in an open space, sometimes in a U-shaped or circular formation, the mansions
figuring specific places mentioned in the story”". The conditions of the first performance of
Orfeo, which took place in a room without proscenium, seem to lead to a stage configuration
with coexisting sets, evocative of pieces with a spiritual content, such as the « laudi » and «
sacre rappresentazioni » of the north of Italy” and the « mystéres » of France and Flanders.
The most famous, La Ve, la Mort, la Passion et la Résurrection du Sauveur performed in
Valenciennes in 1547, shows a series of mansions, articulated through an axis coming from
Paradise to Hell. Even inside the frame of a proscenium stage, this type of scenography was
still influential in the eatly seventeenth century”, showing that the so-called Aristotelian rule
of unity of place was not applied universally®.

Figure 4: 1577, Stage Design by Hubert Cailleau (ca. 1526—ca. 1579) for the performance of
La Vie, la Mort, la Passion et la Résurrection du Sanvenr in Valenciennes in 1547.
Paris, Bibliotheque nationale de France.

57 Rey-Flaud, Henri. “Le Théatre et la Ville au Moyen-Age et a la Renaissance” in _Architecture du Spectacle,
Monuments historigunes, Numéro 4 1978. Paris: Caisse Nationale des Monuments Historiques, 1978, pp. 5-9.
Although apparently no drawing survives, this type of configuration may have been used for the performance
of Poliziano’s Orfeo in Mantua in 1490.

8 Pandolfi, Vito. Histoire du théitre, Tome 2 : commedia dell arte, théitre religienx, classicisme, théitre kabufki. Paris:
Marabout Université, 1968, p. 124.

% For examples of this type of sets, see: Nicoll, Allardyce. The Development of the Theatre, A Study of Theatrical Art
from: the Beginnings to the Present Day. London: George G. Harrap & Company Ltd., 1966, pp. 93-95. See also:
Bayard, Marc. Feinte baroque, Iconographie et esthétique de la variété an XV 1le siécle. Collection d’Histoire de Dart.
Rome : Académie de France , 2010.

0 Aristotle’s Poetics was not well known until the sixteenth century. The first reliable Latin translation, that of
Giorgio Valla, appeared in 1498; the first commentary, Robortelli’s, in 1548; the first Italian translation, Segni’s
in 1549. Both Robortelli and Segni remark on the long neglect of the book. See: Spingarn, Joel Elias. A History
of Literary Criticism in the Renaissance. New York: 1938, p. 16.
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1.1.4 Space in Orfeo’s score

If we accept a likelihood that the score published in 1609 gives the forces of the
Mantuan spectacle of 1607, it is clear that Orfeo is a work that calls for a complex involvement
of the orchestra, as Monteverdi’s score is quite explicit in terms of instruments and
instrumentation®. In the small room the varied instruments of the sizable orchestra would
have constituted a major visual element. The instrumentalists, Striggio and Monteverdi likely
among them, would have been aware of the strong relationship between their playing and the
emotions that the operatic score, text and music, was supposed to create in the audience. It is
probable that the performance, like the music, was neither solely illustrative nor purely
descriptive but mostly evocative. Nevertheless, Striggio’s libretto is titled La Favola d’Orfeo
rappresentata in musica in its 1607 edition®. This title can be read as an aesthetic program: it is a
tale with different episodes; it is not yet a « drama », although the Gonzaga call it a « commedia
», as there is a distance from the subject created by the moralizing chorus, the « Coro stabile »,
at the end of each act. The subject is taken from Greek mythology, and this antique story is «
represented », that is, performed in words, music and pictures. In short, the title is: The Tale
of Orpheus represented in music.

Such an idea was still experimental in 1607, and would undoubtedly stimulate a poet
musician, and indeed Striggio, the son of a renowned Mantuan madrigalist”, was himself a
distinguished viol player, the instrument whose family was mostly associated with Orpheus in
the iconography of the period®. The printed score in 1609 goes even further than Striggio, as
Monteverdi’s Orfeo is subtitled Favola in Musica: not only is music the subject of the story of
Orfeo, but although one can argue that this title refers also to the Orfeo score itself, the Favola in
Musica has become the object of the whole presentation itself, its nature®. Monteverdi’s
musical setting merges the Renaissance intermezzi, the short musical and allegorical sequences
which framed the acts of spoken dramas, with the linearity of an intimate human tale. The

o1 Stubbs, Stephen. “« ’armonia sonora » continuo orchestration in Monteverdi’s Orfes” in Early Music. 1ol. 22,
No. 1, Monteverdi II (Feb. 1994). Oxford: Oxford University Press, 1994, pp. 87-98. See also: Carter, Tim. “Some
Notes on the First Edition of Monteverdi’s Orfeo (1609)” in Music & Letters, Volume 91 Number 4 November 2010.
Oxford : Oxford University Press, 2010, pp. 498-512.

02 [Striggio, Alessandro|. La favola d’Orfeo ; Rappresentata in musica il carnevale dell’anno 1607. Nell’Accadenria de
g Tnvaghiti di Mantova sotto i felici anspizii del Serenissimo Sig. Duca benignissimo lor protettore. Mantova: Francesco
Osanna, 1607. http://diglib.hab.de/wdb.php?dir=drucke /549-quod-1&imgtyp=0&size (accessed 18 December

2017).

03 Alessandro Striggio, the elder (ca. 1536/37-1592), born in Mantua, evidently to an aristocratic family, began
working for Cosimo de’ Medici in 1559 as a musician, eventually to replace Francesco Corteccia (1502—1571) as
the principal musician to the Medici court. In 1560 he visited Venice and produced two books of madrigals in
response to the musical styles he encountered there. Throughout the 1560s Striggio composed numerous
intermedi for the Medici. During the 1580s he began an association with the Este court in Ferrara. Ferrara was
one of Italy’s avant-garde centers of musical composition in the 1580s and 1590s, and Striggio composed
music, now lost, in the progressive madrigal style he heard there, commissioned by the Medici. In 1586 the
elder Striggio moved to Mantua where he remained for the rest of his life, although he retained a close
association with the Medici, composing music for them at least as late as 1589.

04 Gétreau, Florence. « Orphée et les instruments de musique dans ’Occident moderne » in Les Métamorphoses
d’Orphée. Gand: Snoeck-Ducaju & Zoon, 1994, pp. 95-103.

95 1.’O#feo Favola in Musica da Clandio Monteverdi rappresentata in Mantova I'’Anno 1607, & novamente date in luce. Al
Serenessimo Signor D. Francesco Gongaga Principe di Mantova, & di Monferato, &>¢. In Venetia, Appresso Ricciardo
Amadino, MDCIX [1609].
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story of Orpheus had already proven a good choice for such an enterprise as the action does
not fully fit in a realistic context, which already helps to give the characters a symbolic status.
This is obvious in the case of allegorical characters that are intended to represent an idea or to
convey a moral message. The gods, although subjected to passions, embody various forms of
power and are also part of a symbolic framework. The humans are the characters of the fable
who must comply with the laws of fate, determined by the forces of nature. Orfeo, whose
semi-divine origin as the son of the god Apollo makes him the receptacle of all conceptual,
godlike and human traits, is at the work’s center as the supreme artist he was.

In his published score, Monteverdi divides his orchestral forces in two groups, some
players visible and some behind the space devoted to acting and singing. Even if Monteverdi
called this acting space « la sena » [sic], the stage, it should not necessarily be understood as a
unique platform, separated from the audience by a proscenium frame. At any rate, the
composer’s acoustical use of the spaces clearly suggests an optimization of the available spaces
to enlarge the scope of the tale. If we assume that the score registered some of the Mantuan
performance practices and considering the obscurities and inconsistencies of some of these
notes (they almost look like notes taken hastily during rehearsals), some of the instruments
were played « from within » the main room or « from outside »*, while some instruments are
played « at the left-hand corner, the other at the right-hand corner ». The « noise » that causes
Orfeo to turn to Euridice in Act IV is specified as coming from « behind the curtain »/, maybe
an attempt to quote Virgil’s mention in his Georgics: « There all his toil was spilt, and the treaty
broken with the merciless monarch; and thrice a thunder pealed over the pools of Avernus. »*
Although Striggio and Monteverdi place this noise before Orpheus turns back and not after
like the Roman source, this Virgilian origin at least gives us an idea of the extent (three times)
and unpleasant nature of this « noise ».

At any rate, in view of these indications added by Monteverdi in his score, it is obvious
that the composer considered the role played by the placement of the instruments as crucial.
We have no further evidence that this dispersed configuration may or may have not been the
one of the original performance, but the spatial distribution of sound sources was an area of
research in full development at the time. During the late Renaissance, the contrast between
distant and close sounds, as well as the variety of sources, was one of the tropes of the
aesthetics of theatrical performances, and more specifically of their ntermezzs: during these
moments when music was given a role of a distinct importance, alongside the voices, the
resounding instruments were sometimes visible to the spectators, and sometimes hidden or
distant”. It is therefore reasonable to assume that Orfeo was performed with some effects of
this kind, which were part of the performance practice. From this point of view, it is interesting
to observe Monteverdi’s creative relationship with motifs so typical of the spectacle of his
time, to see how he exploits them for expressive purposes and, for the performance, how
Monteverdi uses the small spaces at his disposal to extend the musical experience.

% « di dentro », « nel angolo sinistro de la sena Ialtor nel destro. » In I.’Orfeo Favola in Musica da Clandio
Monteverds..., Amadino, MDCIX.

07 « Qui si fa strepito dietro la tela » in Striggio. Orfeo, Act IV.

8 « Ibi omnis / effusus labor atque immitis rupta tyranni / foedera, terque fragor stagnis auditus Avernis. » in
Virgil. Georgics. Book IV, Verses 4491-4493.

% See: Farahat, Martha. “On the Staging of Madrigal Comedies” in Early Music History, Vol. 10 (1991),
Cambridge: Cambridge University Press, 1991, pp. 123—-143.
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1.1.5 A comparative work: Le Balet Comique de Ia Reine

We know that Ozfeo was created in a room of the Ducal palace. But this summation is
misleading, as Orfeo was in fact musically performed in a few rooms. The main palace chamber
that housed the singers and the audience has been the subject of various theories, and the
palace has been so often modified and restored that is difficult to know for sure which rooms
were the location of the ephemeral structure built for the performance. What we do know for
sure, thanks to eyewitnesses of the time, is that it was not the large salon commonly used in
Mantua for musical entertainments but a rather small space, a fact that would have made the
dispersion of instruments a necessity”’. However, it is possible to see the connected rooms as
a perfect architectural structure to separate the instruments for artistic effect and, therefore,
the location must have been chosen knowingly. While we are sure that Orfes was presented in
a small palace room, there are no surviving visual documents about that first performance’".

To have a visual idea of how these types of spatial arrangements were used in an actual
architecture for a performance, one must turn to France, where the Florentine style had been
imported beginning at the start of the sixteenth century, and where Catherine de” Medici
(1519-1589) had an active role in protecting poetry academies and organizing court spectacles
with them™. An important « ballet de cour », Le Balet Comique de la Reine”, was presented not
long before Orfeo, and has some similarities with Striggio’s favola as does its musical
organization with the work of Monteverdi. Performed on Sunday, 15 October 1581, Le Balet
Comique de la Reine was described in French by its Italian born author, Balthasar de Beaujoyeux
(1535-1589)™, in a book dated the same year, which is regarded as the first illustrated and
printed ballet. In addition to the plot, based on the story of the enchantress Circé and her evil
power, it gives the text that was sung and recited, and a full description of the staging and some

70 See: Besutti, Paola. “Spaces for Music in Late Renaissance Mantua” in Whenham, John and Wistreich,
Richard. The Cambridge Companion to Monteverds. Cambridge: Cambridge University Press, 2007, pp. 76-94.

"'The actual room has been differently identified. For discussions of the evidence surrounding in which of the
rooms the opera was likely performed, see: Besutti, Paola. “The « Sala degli Specchi » Uncovered: Monteverdi,
the Gonzagas and the Palazzo Ducale, Mantua” in Early Music, 170l 27, No. 3 (Aug. 1999), pp. 451-456, 459—
461 and 463—4065. See also: Fenlon, Tain. “Monteverdi Mantuan Orfeo: Some New Documentation” in Early
Music, Vol. 12, N° 2 (May 1984). Oxford: Oxford University Press, 1984, pp. 163-172.

72 Sternfeld, Frederick. “Les intermedes de Florence et la genése de 'opéra”, in Barogue, 5. 1972. URL:
http://journals.openedition.org/baroque/368 ; DOI : 10.4000/baroque.368 (accessed 29 December 2017).

73 Balet comique de la Royne, faict aux ngpces de monsieur le duc de Joyeuse & madamoyselle de 1V aundemont sa soenr. Par
Baltasar de Beaujoyenix, valet de chambre du Roy, & de la Royne sa mere. Paris: Le Roy, Ballard & Patisson,
MDLXXXII [1582]. The « Royne » is here queen Louise de Lorraine, wife of king Henry III. The designation «
Ballet Comique » means here « Ballet Dramatique », as the prime importance of this spectacle was the full
dramatization of the story, in which dancing, music, singing, declamation, and pageantry were combined for the
expression of the theme: the tale of Circe. It also refers to the happy ending, as explained in the preface of the
book.

74 Baldasarino da Belgioso (1535—1589), whose name was frenchified as Balthasar de Beaujoyeux when
naturalized around 1555, was violinist, composer and choreographer of the French Court. See: Handy, Isabelle.
Musiciens an temps des derniers 1 alois (1547—1589). Paris: Honoré Champion, 2008, pp. 105, 127, 130, 138, 161,
308, 326 & 434. See also: McGowan, Matrgaret. I.'art du Ballet de Conr en France : 1581—1643. Paris: CNRS, 1963,
pp. 37-43. See also: Caula, Giacomo Alessandro. Baltazarini e il "Balet Comique de la Royne". Biblioteca degli
eruditi e dei bibliofili. Scrittidi bibliografia e di erudizione raccolti da Marino Parenti. LXXXVIII. Firenze :
Sansoni Editore, 1964.
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music; it also contains some engravings showing most of the costumes and the sets of the
spectacle”. The single performance took place at the Hotel de Bourbon (Figure 4), a palace
contiguous to the Louvre in Paris™. Although the dimensions of the Grande Salle where the
ballet was given were ample and estimated to be fifteen meters wide and thirty-five meters long
with an apse adding an additional thirteen meters at one end, and thus have little in common
with the size of the rooms in Mantua’s palace, it is in the division and organization of spaces
that Ie Balet Comique may help to understand how Orfeo was performed in its original space.
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Figure 4: Reconstructed site plan of the Hétel de Bourbon in 1595
from the book of Theodor Josef Hubert Hoffbauer (1839-1922): Paris a travers les Ages,
aspects successifs des monuments et quartiers historiques de Paris, depuis le XIleme siecle jusqun’a nos jours,
Sfidelement restitués d’apres des documents anthentiques.
Paris: Firmin Didot, 1875-1882.

For the Parisian audience, the Grande Salle was equipped with two tiers of seats, in
form of galleries, erected on the two longest sides of the hall. The Queen herself taking part
in the ballet, the King, his brother, the Queen mother, and the ambassadors sat on one end of
the hall, in front of benches built in amphitheater for the ladies of the Court. The position of
the royal family (the queen mother seated at the right of the king) is an indication that the
design was engraved in reverse, to be able to show on the print the actual order of the room
during the performance. The division of space is organized around the direction of the position
of the sovereign. Comparing what we know about the original architecture of the room with
the depiction in the book, we can see that Patin and Beaujoyeux made pragmatic use of the

floor plan of the hall, similar to the cross of a church, to divide the playing area and take
advantage of the apse, and of the recesses on the sides.

5 See: Donington, Robert. The Rise of Opera. London & Boston: Faber and Faber, 1981, pp. 53—61.

76 Bjurstrom, Per. Giacomo Torelli, and Barogue Stage Design. Uppsala: Almqvist & Wiksell, 1962, p. 122. The Great
Hall, the Grande Salle du Petit-Bourbon, was larger than any room in the Louvre, and setved as the first theatre
used by Moli¢re upon his arrival in Paris in 1658; by 1660, Moliere’s troupe had been evicted, and the Petit-

Bourbon was pulled down to make space for the construction of Claude Perrault’s Colonnade, as an addition to
the Louvre.
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1.1.6 Space and scenery for Le Balet Comique de Ia Reine

On the first of the twenty-seven engravings of the book, it is evident that the sets,
designed by Jacques Patin (d. 1587) are spread out in the space (Figure 5). The descriptive and
detailed text of the Ba/s gives more information: opposite the king, using the apse in the back
of the hall, was Circé’s garden, « all enclosed with balustrades, with gold and metallic balusters
and brownish silver, and divided in two green alleys », decorated with flowers and fruits «
counterfeit in gold, silver, silks, and feathers of colors necessary there. This garden appeared
even mote beautiful, as it was vaulted over by a large trellis. »” On either side a passage allowed
the entrances and exits of decorated cars: « on both sides there wetre two vaulted trellises [...]
and this place was even more remarkable, since it was necessary for the musicians of the
intermezzi to pass through, and the cars, which were going to present themselves to the King
»". Behind this trellis was Circé’s castle surrounded by walls. To the right of king was the «
Grove of Pan » that Beaujoyeux describes as « having all around it very fine oaks, two feet
long, of which the trunks, branches, leaves, and acorns were gilded, and made by a singular
artifice ».”” This Grove of Pan was hidden by a curtain made of veil which was brought down
during the evening, when the cart of Diana’s Nymphs joined in the pastoral: « The curtain that
hid the grove fell, exposing to everyone’s sight the marvelous beauty of this enclosure. »* To
the left of the king was a gilded arch covered with gleaming clouds: « A vault of wood, eighteen
feet long, and nine wide, having at the front its opening only three feet long; outside, it was
trimmed with great clouds everywhere, and at the front, all gilded with gold shining and
gleaming, because of the great quantity of lights concealed therein, serving to make the gold
so radiant, that this place appeared part of the azure sky ».”

Between all these spaces, the acting and dancing area was left free for the entrées of
characters, singers, dancers, and instrumentalists. They were sometimes accompanied by floats,
which followed a route that came from the left of Circé’s garden and exited right. This space
is the equivalent to the low platform recommended by Serlio in his advice for building a
temporary theatre, and he recalls from his own experience in Vicenza how « there, because of
the extraordinary intermezzi which took place — triumphal carriages, elephants and various

77 « tout enclos d’accoudoirs, avec des balustres dorez d’or et de ducat, & d’argent bruny, & party en croix avec
deux allees vertes [...] contrefaict d’or, d’argent, soyes, & plumes de couleurs y necessaires. Ce jardin
ressemblait encores de tant plus beau, comme il estoit voulté par-dessus d’une grande treille » in Bate comique de
la Royne... MDLXXXIL, p. 6.

78 « a ses deux costez y avait deux treilles voultees |[...] & estoit ce lieu plus remarquable, d’autant qu’il falloit
que par iceluy passassent les musiques des intermeédes, & les chariots, qui s’alloyent presenter devant le Roy. » in
Balet comique de la Royne... MDLXXXII, p. 6.

7 « ayant tout a 'entour de fort beaux chesnes esloignez de deux pieds, desquels les troncs, branches, feuilles &
glands estoyent dorez, & faicts par un singulier artifice » in Balet comique de la Royne... MDLXXXII, p. 4.

80 « Le rideau qui cachoit le bois tomba, exposant a la veue de chacun la beauté merveilleuse de ce pourpris. » in
Balet comique de la Royne... MDLXXXII, p. 39.

81 « une voulte de bois, longue de dixhuict pieds, & de neuf de large, ayant par le devant son ouverture de trois
pieds seulement de long: au dehors elle estoit bouillonnee par tout de grands nuages, & au devant toute doree
d’un or esclatant & reluysant, a cause de la grande quantité de lumieres qui y estoit cachee, servant a faire
resplendir de telle sorte I'or, que ce lieu paroissoit quelque pattie du ciel azuté. » in Balet comique de la Royne. ..
MDLXXXII, p. 5.
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Moorish dances and the like — I wanted it to be flat in front of the sloping part of the stage. »*
Above this acting space, « at the top of the hall [ceiling], there was a large cloud full of stars:
the light from which pierced the cloud, through which Mercury and Jupiter descended into the
earth »”, that the engraving unfortunately fails to show. Again, Setlio gives us some indications:
« The rising of the sun, its progression and then at the end of the play its setting can be seen,
done with such ingenuity that many of the viewers are amazed by it. With this artifice, when
the occasion presents itself, a god can be seen descending from heaven ».*

This musical tribune did not see any dramatic action but used forty musicians,
instrumentalists and singers who stayed there, certainly seated, during the performance:
« Within this vault there were ten consorts of music, different from each other; and it was this
vault which was called Golden, both because of its great splendor, and for the sound and
harmony of music, which was sung there: which for its resouding voices, some of the audience
considered to be the same voice which was converted into a resouding air, called since Echo:
and others more educated in the Platonic discipline, considered it to be the true harmony from
heaven, from which all things that are in existence, are preserved and maintained. »* But if this
tribune provided most of the music during the performance, it was from behind the rearmost
backdrop of Circé’s garden that the music to signal the beginning of the proceedings could be
heard: « behind the castle a note of oboes, cornetti, sackbuts, and other soft musical
instruments »*. And it is behind the grove of Pan that a grotto was created where seated
musicians with big instruments could play out of sight: « Inside the grotto, and behind its
opening, was arranged the music of the soft organs, to play also in time and place. »” Elaborate
cars on wheels and walking masquers brought voices and instruments into the middle area
following their allegorical identities.

82 « Et pour I'aysance des estranges figures de personnages que se devoient entremettre du jeu, meemes poutrce
qu’il estoit besoing qu’il y eust des chars de triumphe, des Elephans, & des moriques de beuacoup de sorte, je
voulu qu’il y eut devant la Scene penchante une platte forme » In Setlio, Sebastiano. [Libri d’Architettura...). Paris:
Jehan Barbé, 1545, p. 65.

83 « Entre le bois & la voulte susdite, & au feste de la salle, y avoit une grosse nuee toute pleine d’estoiles : la
lueur desquelles transpergoit le nuage, parmy lequel devoyent descendre en terre Mercure & Jupiter. » in Balet
comiqgue de la Royne... MDLXXXIIL, p. 5.

8 « 'on voit le lever du Soleil, & son mouvement circulaire. Puis sur la fin du jeu son occident conduict par une
telle ruze que plusieurs des assistans sont estonnez de la merveille, & en ces entrefaictes se voit (quand
'occasion se presente) quelque dieu descendre du ciel. » In Setlio, Sebastiano. [Lzbri d’Architettura...]. Patis: Jehan
Barbé, 1545, p. 65.

85 « Au dedans de cette voulte y avoit dix concerts de musique, differens les uns des autres : & fut ceste voulte
dicte & appelee Dorée, tant a cause de sa grande splendeur, que pour le son & ’harmonie de la musique, qui 'y
fut chantee : laquelle pour ses voix repercussives, aucuns de I’assistance estimerent estre la mesme voix qui fut
convertie en air repercussif, appelé depuis Echo : & d’aultres plus instruits en la discipline Platonique,
'estimerent estre la vraye harmonie du ciel, de laquelle toutes les choses qui sont en estre, sont conservées &
maintenuees. » in Balet comique de la Royne... MDLXXXII, p. 5.

86 « derriere le chasteau une note de hauts-boys, cornets, sacquebouttes, & autres doux instrumens de musique »
in Balet comigque de la Royne... MDLXXXII, p. 7.

87 « Au dedans de la grotte, & derriere 'huys d’icelle, fut dispose la musique des orgues doulces, pour iouér aussi
en temps & liew. » in Balet comique de la Royne... MDLXXXII, p. 5.
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Source gallica.bnf.fr / Biblioth&que nationale de France
Figure 5: « Figure de la Salle » in Balet comique de la Royne, faict anx nopces de monsieur le duc de Joyeuse
& madamoyselle de 1 andemont sa soeur.
Par Baltasar de Beanjoyenlx, valet de chambre du Roy, & de la Royne sa mere.
Paris: Le Roy, Ballard, & Patisson, MDLXXXII. [1582]
Paris, Bibliotheque nationale de France.
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1.1.7 Space and scenery compared

Beyond the fact that the poetic spaces of Le Balet comigue shows many similarities with
the ones of Orfeo, notably the grove of the god Pan, mentioned by the shepherds at the
beginning of Act II (for which the score specifies « flautini »), and the places of Harmony and
Heaven where Musica and Apollo come from*, mote consequently the ballet’s organization
also gives some information about the places where orchestra and chorus were disposed in
relation with dramatic and poetic intents. Table 3 and Table 4 are an attempt to structure the
performing space of Orfeo on the poetic and spatial template given by Le Balet comique. The
concern for a clear spatial understanding of the poetic imitation is also found in the various
disdascalia present in the Orfeo’s libretto of 1607. One can argue that these few indications
were not written as staging instructions, as this edition was created for the audience to read,
but perhaps were written down by the Corago of the Mantuan performance to indicate the
planned staging or what it was supposed to represent®. These notes could indeed be matters
to help what the visualization was only suggesting. An interesting instance is the mention of
Orfeo crossing the river Styx after he has put Caronte asleep: « Here he enters the boat and
crosses over, singing »”. It suggests the movement of a boat on wheels, a vehicle stable enough
for a standing Orpheus to sing and that passes from one side of the space to another, further
suggesting the visual simultaneity of the two sides of the river. This is another point of
concordance with Le Balet comique, where carts paraded the heroes through the room, with an
obligatory passage in front of the patron.

Contrary to Le Balet comigue where an allegorical antagonism is created between the
patron and the subject”, dictating the opposition of the king and Circé, the story of Orpheus
articulates itself through two complementary sides, earth and the underworld, presented
equally to the patron, as an effect of the concept of [amitas. This clear dichotomy is
accentuated by some changes of space indicated in the libretto and score. But if the « Qui st
muta la Scena » at the end of Act II seems to indicate a changing of sets from the fields of
Thrace to the entrance of the Underworld, it may refer to the inclusion of the gate of hell in
the middle of the platea. At the « Qui di nuovo si volge la Scena », the set moves again when
the Underworld section ends, bringing Orfeo back to the fields of Thrace. It may even suggest
a use of the turning set, if the word « volge » (« turn » or « revolve ») is to be understood
literally, and that this set element had on one face the gate of hell and on the other arcadian
components suited to the Thracian space of Acts II and V. This mention of scenic movement
suggests a device like the one found in the Ballet de la Delivrance de Renand in France in 1617
where the middle part of the central set would revolve, offering two different scenes™.

8 « Apollo (descende in una nuvola cantando) », « Apollo ed Otrfeo (assende al Cielo cantando) » in Striggio.
Orfeo, Act 111

8 For the Corago, sce: Savage, Roger and Sansone, Matteo. « I/ Corago and the staging of early opera: four
chapters from an anonymous treatise circa 1630 » in Early Music, 170l. 17 (1989). Oxford : Oxford University
Press, 1989, pp. 495-511. For the full text, see: I/ Corago, o vero alcune osservazioni per metter bene in scena le
composizioni drammatiche. Edizione a cura di Paolo Fabbri et Angelo Pompilio. Firenze : Leo S. Olschki Editore,
1983.

% « Qui entra nella barca e passa cantando » in Striggio, Orfes, Act 111.

1 For an analysis of the general allegory of Le Balet comique, see: Salazar, Philippe-Joseph. Idéologies de I'opéra.
Paris: PUF, 1980, pp. 25-29.

92 See: [Durand, Etienne (1585-1618) ; Bordier, René (d. 1658?) ; Guédron, Pierre (1564—1619/20)] Discours an
vray du ballet dansé par le Roy, le dimanche XXIXe jour de janvier. M. Vie. XVII. Avec les desseins, tant des machines &
apparences differentes, que de tous les habits des masques. Paris: Pierre Ballard, 1617.
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musicians

Masquers

musicians, and
« coro stabile »

Le Balet comigne Le Balet comigue | Orfeo Orfeo
poetry music poetry music
Referent To the French King To the Gonzaga
family
Prologue A man Music coming
« Gentilhomme from «
fugitif », escaping Permesso » to «
from Circé’s palace queste rive »
to here, « 1a », where (Mantua) where
he addresses the « Incliti Eroi » are
« Roy »
Space 1 Opposite of the Wind Musicians | Opposite of the « Dietro la
patron, back of the | behind Circé’s patrons, back of | tela »:
room: Circé’s backdrop for the room: The « toccata »
garden and behind it | Intro: « hauts- gate of Hell and
her city and then boys, cornets, behind it the
her palace sacquebouttes, Acheron with a
& autres doux boat, and then
instrumens de Pluto’s palace (or
musique » the three
mansions next to
each other, from
right to left)
Space 2 Right inside of « Orgues » Right inside of Behind
patron: Pan’s grove | behind Pan’s patrons: « Campo | « campo di
behind a curtain grove di Tracia » behind | Tracia »: 1
a «tela» Organ di legno
1 contrabasso
Space 3 Left inside of 40 musicians Left inside of « tutti li
patron: « Tribune (singers and patron: « Pindus stromenti »: « 5
Dorée » Golden instrumentalists) | and Elicona »: viole di braccio,
vault «vraye The Pindus 3 Chitarroni, 2
harmonie du mountains with Clavicembali, 1
ciel » Mount Helicon in | arpa doppie, 1
the center with Contrabasso di
river Permessus Viola »
floading from it
Space 4 Under ceiling: Under ceiling:
Mercure and Jupiter Apollo cloud
cloud
Space 5 Acting/Dancing Music: « Platea » with Singers and
Area with various Instrumentalists | Caronte’s « Flutes and
moving Cars with and singers in barca » and violins for
seated and walking | « Entrée » of walking Shepherds

Table 3: Comparison of the spaces of Le Balet comigue and Orfeo.

46




Gilbert Rémy Blin — The Reflections of Memory

patron, back of the
room: Circé’s garden
and behind it her
city and then her
palace

behind Circé’s
backdrop for Intro:
« hauts-boys,
cornets,
sacquebouttes, &
autres doux
instrumens de
musique »

Elicona »:

The pindus
mountains with
Mount Helicon in
the center and
river Permessus
from it

Le Balet comique Le Balet comigue Orfeo Orfeo

poetry music poetry music
Referent To the French King To the Gonzaga

family

Prologue A man Music coming

« Gentilhomme from « Permesso »

fugitif », escaping to « queste rive »

from Circé’s palace (Mantua) where

to here, « 12 », where « Incliti Eroi » are

he addresses the

« Roy »
Space Opposite of the Wind Musicians « Pindus and « tuttd 1i

stromenti »: « 5
viole di
braccio, 3
Chitarroni, 2
Clavicembali, 1
arpa doppie, 1
Contrabasso di
Viola », etc.

« Dietro la

tela »

« toccata »

Right inside of
patron: Pan’s grove
behind a curtain

« Orgues » Behind

Pan’s grove

Right inside of
patron: « Campo
di Tracia » behind
a « tela »

Behind

« campo di
Tracia» 1
Organo di
legno 1
contrabasso

Left inside of patron:

« Tribune Dorée »
Golden vault

40 musicians
(singers and
instrumentalists)
« vraye harmonie
du ciel »

Left inside of
patron: Pluto’s
palace.

Under ceiling:
Mercure and Jupiter
cloud

Under ceiling:
Apollo cloud

Acting/Dancing
Area with various
moving Cars with
seated and walking
musicians

Music:
Instrumentalists
and singers in

« Entrée » of
Masquers

« Platea » with the
gate of Hell center
and the Acheron
with Caronte’s

« barca » walking
musicians, « coro
stabile »

Singers and
Flutes and
violins for

Shepherds

Table 4: The musical spaces of Le Balet comique and Orfeo adjusted.
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At any rate, however the space was changed, it seems logical to articulate the spaces in
two sides, with the underworld to the patron’s left (using the underworld’s « sinistra »
association), the « campo di Tracia » on the patron’s right, and the « permesso », or larger
orchestra center, opposite the patron. Both Thrace and the Underworld are spaces connected
(through doors) to other rooms, where instruments can play « di dientro ». There are many
differences between the printed libretto of Striggio and the scores of Monteverdi, and these
discrepancies witness that, as with any operatic creation, the piece received a number of
modifications. This first « tryout » was a complete success, and preparations for subsequent
performances were immediately underway. A second performance was organized for the «
ladies of the town » of Mantua, and a third performance for a planned visit of the Duke of
Savoy was also in preparation. It is probably —and my belief— for one of these « public »
performances that the finale of Act V was changed, and the scene where Apollo leads Orfeo
to immortality replaced the (deadly?) Bacchanal initially written by Striggio”. The poet and the
composer were infinitely practical and adjusted their productions according to the new
circumstances™ and new audiences”. The whole production may have gained another
dimension if it left the narrow stage to go into a bigger room, possibly equipped with a flying
machine, like the one used for I.e Balet Comique™.

1.1.8 Orfeo, the Modello of Striggio and Monteverdi

After this definition of a possible organization of the space, what do these speculations
mean for the staging of this academic modello? From a letter written by Francesco Gonzaga,
we know at least that there were not many principal performers, as the singers took multiple
roles”. They performed these roles from memory, but the text was in the possession of the
audience. Francesco Gonzaga had librettos of the opera printed, so that everyone could have
a copy to follow while the performance was in progress: « the tale has been printed so that

93 We know that the ladies’ opinion was generally taken in consideration: for example, in 16006, a ballet for Pisa
staging the battle between Ajax and Odysseus, and their respective followers, was not appreciated by the ladies
because they judged it to be too dangerous and serious: « fu specie di tragedia ». See: Solerti, Angelo. Musica,
ballo e drammatica alla corte Medicea dal 1600 al 1637, notigie tratte da un diario, con appendice di testi inediti e rari. Firenze:
R. Bemporad & figlio, 1905, p. 37.

% Fenlon, lain. “Monteverdi Mantuan Orfeo: Some New Documentation” in Early Music, 170l. 12, N°2 (May,
1984). Oxford : Oxford University Press, 1984, pp. 163—172.

% Aresi, Stefano. “Dai « doppi finali » alle edizioni anastatiche. Alcune considerazioni in merito alla tradizione
de L.'O#fed” in Philonusica on-line V'ol. 8, No. 2, 1.°Orfeo di Clandio Monteverdi nel quarto centenario della prima
rappresentazione. Cremona: Universita degli Studi di Pavia, 2009, pp. 64-90. See:
https://www.academia.edu/8374116/Dai_doppi_finali alle edizioni anastatiche. Alcune considerazioni in

merito_alla tradizione de I. Orfeo (Accessed 12 March 2018)

% The Mantuan court theatre was not completed until eatly 1608 by the architect Antonio Maria Viani. See:
Fabbri, Paolo. Gusto scenico a Mantova nel tardo rinascimento. Padua: Liviana, 1974, pp. 41-43, 51, 52 & 54. See also:
Fenlon, lain. Music and Spectacle at the Gonzaga Conrt, ¢. 1580—1600. Proceedings of the Royal Musical Association
Vol. 103. London: 1976-1977, pp. 90-105.

97 For an exhaustive analysis of what parts were doubled and who likely sang which roles, see Carter, Tim.
“Singing Orfeo: on the Performers of Monteverdi’s First Opera” in Ricercare 11,1999, pp. 75-118.
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each of the spectators can have one to read, while it will be sung »”. So even if we don’t know
much about the shape of this production, we can get a sense of direction from this very point:
the few principal singers would sing their role for an audience who were reading the verses,
their eyes moving between actors and text. By doing so, they were merely checking what was
happening: the story of Orpheus was even better known then than it is today. But the audience
would have judged and enjoyed the invention with which the performers depicted the story of
the legendary artist.

To make clear the multiple identities they were interpreting for the audience, the
singers must have worn a variety of luxurious costumes”. Besides the integration of symbols
and emblems which would have made the characters readable as allegorical figures, expensive
garments were expressive of the patron’s wealth and the local craftsmen’s proficiency. This
theatre convention was also made necessary by the fact that the female roles were performed
by castrati'”, special performers which seems to indicate that the full cast was of male origin'"".
A small « coro stabile », likely recruited from the chapel musicians of the Gonzaga, would have
completed the cast'”. In addition to Striggio, some other distinguished members of the
Accademia may have played some of the numerous instruments for a specific section of the
performance and, before or after, enjoyed the show while standing in a corner of the room.
The configuration of the room, far from being a handicap, may have facilitated these
movements and involvements. During this period, the best view of any type of scenography
would have been from the location of the patron of the performance.

This political gesture is both an expression of the renewed place of the arts in society
and of the quest for absolutism which dominated the late Renaissance. Most of the librettos
of this period integrate thoughts and references to the role of sovereigns, as they were (History
and Myth), as they are (Praise) and as they should be (Demands and Wishes). By praising Art
and associating it with Philosophy, Ofeo is a philosophical lesson. This discourse is addressed
to the patron but also, in the frame of the Academy, by the patron. With this angle in mind,
there is some evidence that the performance of Orfeo incorporated, in more than a single way,
spatial relations with the Gonzaga family: the plan would have laid out the routes of circulation,
and stairs between the various levels of acting and the viewing areas would have connected

% «la favola s’¢ fatta stampare accioche ciascuno degli spettatori ne possa havere una da leggere, mentre che si
cantera » See: Fenlon, Iain. “Correspondence Relating to the Eatly Mantuan Performances,” in Claudio
Monteverdi: Orfeo, edited by Whenham, John. Cambridge: Cambridge University Press, 1986, p. 170.

9 Setlio, in a praise of the role of the patron, declares about a show staged by Girolamo Genga for Francesca
Maria, Duke of Urbino at an unknown date) mentions superb costumes of shepherds, made from costly gold
and silk cloth and lined with the finest wild animal skins. See: Hart, Vaughan and Hicks, Peter. Sebastiano Serlio
on Architecture V'olume One, Books I-1” of Tutte opere d’architettura et prospetiva by Sebastiano Serlio. New Haven
(CT): Yale University Press, 1996, p. 90.

100 See: Calcagno, Mauro. “Signifying Nothing: On the Aesthetics of Pure Voice in Early Venetian Opera” in
The Journal of Musicology, V'ol. 20, No. 4. Berkeley (CA): University of California Press, 2003, pp. 461-497.

101 Kelly, Thomas Forrest. “« Orfeo da Camera » Estimating Performing Forces in Eatly Opera” in Historical
Performance Volume 1 Spring 1988. 1988, pp. 3-9.

102 The singing chorus in the 1585 Edipo at Vicenza numbered fifteen; Cavalieri seems to recommend a
minimum of eight for the Rappresentazione di Anima e di Corpo, while for Dafne Gagliano suggests at least sixteen.
See: Grout, Donald Jay. “The Chorus in Eatly Opera”, in Festschrift Friedrich Blume, ed. By Anna Amalie Abert
and Wilhelm Pfannkuch. Kassel: 1963, pp. 151-161.
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performers and audience. Trying to visualize the original Palazzo Ducale conditions of the
1607 performance informs us greatly about the various possibilities that any planned
production of Orfes should consider. But then again as the original libretto offers some
differences with the published scores, when establishing performing material, it is necessary a
question of choices. Logically to be influenced, like it was in 1607, by the factual conditions
and resources at the time of the production, performers must find their way'”. Monteverdi, in
the dedication of his score to Prince Francesco, launches Orfeo from a narrow stage, « sopra
angusta Scena », into the great Theatre of the Universe, « nel gran Teatro dell’'Universo ». The
space metaphor proves to be a prophecy for the unexpected destiny of what was an academic
modello.

103 Carter, Tim. “Some Notes on the First Edition of Monteverdi’s Orfeo (1609)” in Music & Letters, 1 olume 91
Number 4 November 2010. Oxford: Oxford University Press, 2010, pp. 498-512.
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1.2 Monteverdi’s operas in Venice

« therefore I can truthfully say of myself that, for the pleasures of Architecture and of Machines
I was the first one, in this time, to have been making Sceneries and Machines in this City »'%4

Giovanni Burnacini. Venezia, 1651.

Besides the fertile experiments of academies, the social events of princely courts remained for
decades the main occasion for designers to experiment and refine their theories about theatre
sets. It was for such a lavish occasion that architect Giovanni Battista Aleotti (1546-1636)'"
was employed in 1587: he created, as a performing space, a temple modelled on the Pantheon
in Rome, and whose stage functioned as a sort of ‘magic box” made dynamic by mechanical
motion, a concept close the « Wunderschrinke » which was fascinating the intellectuals of the
time'”. Prompted also by a princely wedding, associating two of the most powerful families of
Italy, the Farnese with the Medici'”, the major contribution of Aleotti came to light when he
inaugurated one of the most important theatre buildings of all times: the Teatro Farnese in
Parma. Although Aleotti had apparently first employed the flat-wing system in the temporary
theatre of the Accademia degli intrepidi at Ferrara in 1600, it was not until his design for the Teatro
Farnese, which opened in 1628 after ten years of planning and construction, that a building of

104 « A me dunque, che per i diletti dell’Architettura, e di macchine posso con verita dirmi il primo, quanto al
tempo c'habbia ornate Scene, 6 fatte Macchine in questa Citta » in Burnacini, Giovanni. “Al lettore” in
Cicognini, Hiacint’ Andrea. G/ amori di Alessandro Magno e di Rossane. Venezia: Pinelli, 1651, p. 8.

https://www.loc.gov/resource/musschatz.19833.0/2sp=6 (accessed 18 June 2018).

105 Architect Giovanni Battista Aleotti, called I’Argenta from his native city, was especially active in Parma and
can be considered as the first of the great architects of the eatly seventeenth century, as he applied his skills in
the various fields of civil, religious and military construction, hydraulics and ballistics, scenography and the
stagecraft, always with a theoretical activity, as he wrote important treatises in these various sectors, assimilating
Palladio, Scamozzi and Vignola, without forgetting the Ferrarese tradition.

106 We have no visual documents about this magic box; for marvel boxes, see: Stafford, Barbara Maria. Devices of
Wonder, From the World in a Box to Images on a Screen. Los Angeles: Getty Research Institute, 2001, pp. 158-165.
One of Aleotti’s more traditional theatrical productions for the Ferrara court, a variation on the scena satyrica of
Setlio, was made in 1592 in Mantua for a performance of I/ Pastor fido of Giovan Battista Guarini. See:
Sampson, Lisa. “The Mantuan performance of Guatini's Pastor fido and Representations of Courtly Identity” in
The Modern Langnage Review, Volume 98, 1 January 2003, pp. 65—83.

107 The marriage of Duke Odoardo I Farnese with Margherita of Medici took place on 11 October 1628 in
Florence. The wedding celebrations were accompanied by much spectacle and pageantry, including the
performance of Marco da Gagliano's La Flora, composed especially for the occasion. To welcome the couple
back to Parma, Mercurio e Marte was performed in the Teatro Farnese on 21 December 1628.
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this magnitude was specially conceived to integrate the flat-wing system'”. The opening

spectacle in the Teatro Farnese, which made good use of the various mechanical possibilities,
but also of the large « platea », dedicated here to horses’ ballet and chariot entrance, was
Mercurio e Marte by Claudio Achillini (1574-1640), performed with music by Claudio
Monteverdi'”. The score is lost but we know that the performance was testing the theatre's
resources to the full: It ended with a scene in which Neptune flooded the central arena to a
depth of two feet; storms, shipwrecks and fights between sea monsters ensued, to be pacified
only by the descent of Jupiter on stage with « one hundred » attendants.'"’

Aleotti’s architectural reference for Parma is still Roman in its ambitious proportions;
Venetian Aurelio Aureli (1652—-1708), in the foreword of his libretto I/ Favore degli Dei, could
still write in 1690: «The theater of Parma, indeed the most sumptuous in Europe—indeed in
the whole wotld—is in no way inferior to the long-vanished theaters of ancient Rome...»'"
The auditorium, a larger copy of Scamozzi’s in Sabioneta, was not in itself unique; Aleotti’s
innovations were in the design of the stage, where behind a majestic frons scaenae, he placed
painted panels upright in grooves laid out on the stage floor'”. In a parallel pair of these
runners, two wings were put, one directly in front of the other, with one of them extended
towards the stage center in view of the audience'”. The flat-wings stage was in relation with
the art of perspective since these sets were composed of frames, arranged on each side of the
proscenium at intervals running up-stage, and closed off in the rear by a backdrop. The set
design was painted onto this series of flat-wings over which canvas was stretched; these
increasingly distant images faced the audience: thus, the special relevance of the art of
perspective as a unifying principle. The coordination of the simulated architecture of the set
and the real space was created by visual illusion.

The innovations from the Florentine opera were carried to other wealthy cities. In
Rome, the Barberini cardinals had added a temporary theater to the Palazzo Barberini in 1632;

108 See : “Le Théatre Farnese de Parme” in Revue d’Histoire du Thédtre, 1954 111. Paris : Société d’Histoire du
Théatre, 1954, pp. 170-172.

109 Mercurio e Marte was an extravagant show which involved many creators, but even if Monteverdi’s
contribution is lost, we have a lot of insights coming from the letters of the composer. See: Fabbri, Paolo.
Monteverds, Translated by Tim Carter. Cambridge: Cambridge University Press, 2006, pp. 206-219.

10See: Tidworth, Simon. Theatres: An Ilustrated History. London: Pall Mall, 1973, pp. 65-68.

1« Perché si come il Gran Teatro di Parma ¢ il piu maestoso di quanti n’abbia I’'Europa, ansi il mondo tutto,
nulla cedendo in pregio a gI’Antichi pit famosi di Roma gia dal tempo distrutti » in Aureli, Aurelio. I/ Favore degli
Dei, 1690. This opera on music by Bernardo Sabadini (lost) was given on the wedding of Odoardo II Farnese
with Dorothea Sophie of Neuburg in the Farnese theater. See: Heller, Wendy. “I/ favore degli dei (1690): Meta-
Opera and Metamorphoses at the Farnese Court” in Dramatic Excperience, The Poetics of Drama and the Early Modern
Public Sphere(s). Boston & Leiden: Brill, 2016, pp. 118-139.

112 The Farnese theatre does not have space under stage. See Dall’Acqua, Marzio. “L’Tllusione Farnese” in FMR
N°2, aprile 1982. Milano: Franco Maria Ricci, 1982, pp. 73-98.

113 This change was done by the stagehands who, at a given signal, pushed out the second wing and pulled back
the first. Since this movement had to be synchronized for full effect, a great number of stagehands was
necessary; the total synchronization could only be achieved in Venice with a mechanization of the stage: the
grooves were cut all the way though the stage floor and the flats were mounted on little carriages that ran in
tracks located under the stage. A winch system with counterweights allowed a single individual to put in action
the machine.

52



Gilbert Rémy Blin — The Reflections of Memory

the first performance was of the opera 1/ Sant’ Alessio, with a libretto by Cardinal Giulio
Rospigliosi (1600-1669), and music by Stefano Landi (1587-1639). We know little of the
building itself, but the symmetrical concept of the stage, by then firmly established, appears in
engravings showing the sets attributed to the architect Gian Lorenzo Bernini (1598—1680).
The picture isolated by the stage frame is formed by superimposed graphics on the wings and
backdrop'*. The perspective stage is cleatly readable along several painted elements. The use
of the illusionist art of #rompe-I'oeil " in the paintings followed the rules of central perspective:
this theory, continually enriched by the works of architect and painters, found in the theater a
fertile ground for large-scale experiments in all Italy.

1.2.1 Opera in Venice

Until the foundation in Venice of the first public opera house in 1637, Italian theatrical
life was mainly connected to the humanistic environment of academies and princely courts,
secular or spiritual. Indeed, with Andromeda by Benedetto Ferrari (1603—-1681) and Francesco
Manelli (1594—1667), it was an opera in the Roman manner that conquered Venice. But in the
Republic, although librettists were often linked with literary academies, opera evolved, in its
performing form, from an aristocratic passe-temps to a seasonal spectacle open to all, an extra
attraction of the yearly Carnival preceding Lent. Within five years, Venetians could rightly
boast of maintaining several public theaters—no other city had even one—four of which
presented opera performances: the Tron Theater at San Cassiano''’, the Giustinian Theater at
San Moise, and the Novissimo Theater and the Grimani Theater, both situated in the parish
of Santissimi Giovanni e Paolo; it was in the Grimani that Monteverdi’s operas, I/ Ritorno
d’Ulisse in Patria and 1. incoronagione di Poppea, were created'’”.

What characterizes the Venetian opera is its conformity with the theatrical productions
of the time following the mercantile model. Opera houses had an entrance fee, as opposed to
court performances funded by a patron, and were therefore operating on a precarious basis,
surviving primarily on income from performances'™. Appealing to a socially enlarged audience

114 See: Bjurstrom, Per. Den romerska barockens scenografi. Stockholm: Svenska Humanistika Férbundet, 1978, pp.
23-32. For a recent reconstruction of this set for a stage performance, see: Landi, Stefano. I/ Sant’Alessio, D1/D,
Direction musicale : William Christie, Mise en scéne : Benjamin Lazar. Paris: Virgin Classics, 2008.

115 “Trompe-1'ceil” (French for "deceive the eye") is an art technique that uses realistic imagery to create the
optical illusion that the depicted objects exist in three dimensions. For a large approach, well-illustrated, see:
Milman, Miriam. Le Trompe /'wil. Geneve: Skira, 1992. And, for architecture, from the same author: Milman,
Miriam. Architectures peintes en trompe l'veil. Genéve: Skira, 1992.

116 In 1637 Benedetto Ferrari and Manelli’s Andromeda had its premiere in the newly built theater San Cassiano il
nuovo, introducing Venice to public opera. The entire company came from Rome and indeed Andromeda was an
opera in the roman manner with machines.

17 Titles of Monteverdi’s operas for Venice already vary in the period sources and nowadays the capitalization
of certain words is not consistent in all publications. I choose to write I/ Ritorno d’Ulisse in Patria and
Lincoronazione di Poppea, and use capitalization as rhetorical device, but the footnotes include variants adopted
by the respective writers and publishers.

118 Opera may have been a commercial business in Venice but was all together unprofitable, earning the family
of patrons far more in prestige than in wealth. See: Glixon, Beth Lise and Glixon, Jonathan Emmanuel. Inventing
the Business of Opera: The Impresario and His World in Seventeenth-Century Venice. Oxford: Oxford University Press,
2006, pp. 3-16.

53



Gilbert Rémy Blin — The Reflections of Memory

called for a revision of the elitist models of the Florentine and Roman schools. The Venetian
opera houses naturally wanted to retain the splendor associated with princely courts. Due to
financial constraints, lacking the traditional resources of a prince such as large groups of singers
coming from his chapel and a troupe of recreational dancers, the emphasis was placed upon
solo singers, the wirtuosi, as opposed to numerous choruses'” and allegorical ballets.
Nevertheless, the sets and costumes remained of high importance, not surprising in a city
where the taste for painting and architecture was so well established, and also attractive to
visitors. The role of machine-driven engineering stimulated by the presence of important
shipyards is as well not to be underestimated. It was to satisfy the appetite for visual arts, the
medium best shared with music in Venice, that Venetian opera was developing a musical

dramaturgy in which set designs and mechanical marvels would hold a predominant place'.

The fact that sceneries and machines were becoming an art by itself, combing
architecture, painting and engineering is witnessed by the edition of the very first book about
theater practice. In 1638, Nicola Sabbattini (1575-1654) published his book on the machinery
of the theater'?. Pratica di fabricar scene e machine ne’ teatri is a treatise of the utmost importance,
which contains an abundance of views and relevant precepts so pertinent that many of them
set a path for centuries to come. It also confirms what Serlio proposed in the previous century
regarding the general architecture of the theater. The construction of buildings used exclusively
for the theater was still a new development at the time, so Sabbattini still focuses primarily on
how to adapt existing facilities. In addition to numerous tricks to that end, the book also gives
a clear definition of the proscenium arch: for the purpose of enhancing the illusion, one can
make « An arch with statues and colonnades, and in its inside, build the scene because not only
will one be well assured that the interior [back stage| will not be in sight, but the stage itself
will be beautifully decorated with it, will gain more perspective and, on the other side of this
arch, one can put many lights which will not only illuminate the houses of the scene, but the
whole sky without being seen as no one will know where they are placed ».'** This search for a
new quality of illusion lead to the transformation of Venetian theaters, initially conceived for
dramatic works. To welcome the artistic company that had introduced Roman operas to
Venice, the theater Santissimi Giovanni e Paolo, for its official reopening in 1639, was fitted
out with a new proscenium arch, whose columns are clearly visible on the design dating from

119 The choir presence is diminishing quickly and by 1650 it has almost disappeared. See: Rosand, Ellen. Opera in
Seventeenth-Century 1 enice, The Creation of a Genre. Berkeley: University of California Press, 1991, pp. 54-55.

120 Glixon, Beth Lise and Glixon, Jonathan Emmanuel. Inventing the Business of Opera.... Oxford, 20006, pp. 227—
276.

121 'The Pratica published in 1638 by Sabbattini in Ravenna (Book 1 was previously printed at Pesaro in 1637) is
a compendium of techniques used at the time in theaters. See: Sabbattini, Nicola. Pratica di fabricar scene e machine

ne' teatri. Ravenna: de' Paoli e Giovannelli, 1638. See : https://archive.org/details /praticadifabrica00sabb

(accessed 18 June 2018).

122 « si potra in testa al Palco fare un’Arco con Colonne, e Statue, e dentro fabricarvi la Scena, perche oltre
all’essere sicuro di non esser vedute le parti di dentro, dara gran dissimo ornamento all medesima Scena,
aggiungendole ancore maggior fuga, e dalla parte di dietro ad esso Arco vi si potra porre buona quantita di
Lumi, i quali non solo illuminaranno le Case della Scena, ma ancore tutto il Cielo, senza essere veduti, ¢ senza
sapersi dove siano posti. » in Libro 11, 3, Sabbattini, Nicola. Pratica di fabricar scene ¢ machine ne' teatri. Ravenna:

1638, p. 73.
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the third quarter of the seventeenth century'® reproduced on Figure 1. And although this
design has to be considered with great precautions, its general layout is relevant to
Monteverdi’s Venetian operas.
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Figure 1: Tom;;gléél_li, Theatre of S§ Giovanni ¢ Paolo (Teatro Giovanni Gristostomo),
measured drawing, post 1678, plan and section inscribed: «T'omaso Belli Ingiegnieron.
London, Sir John Soane Museum.

123 'The plan of the Santissimi Giovanni e Paolo probably shows the theatre by the end of the seventeenth
century, so it has to be analysed with great care when trying to refer to the premiére of Monteverdi’s operas. At
this time, the stage had five pairs of tracks on cither side at oblique angles, on which to mount and move the
wings. They are also 3 tracks on either side and 2 pairs of tracks toward the back of the stage, all parallel with
the proscenium. These parallel tracks could support and move flats that fulfil the functions of backdrops. See:
Holmes, William C. “Venetian Theaters during Vivaldi’s Era” in Opera and 1ivaldi, edited by Thomas A. Collins
and Elise K. Kirk. Austin (TX): University of Texas Press, 1984, p. 134. Andrea Pozzo in his book of 1693, De
perspectiva pictorum et architectornm proposed a machinery of the same nature with oblique wings and parallel tracks
for bigger shutters; see: Nicoll, Allardyce. The Development of the Theater, A Study of Theatrical Art from the Beginnings
to the Present Day. London: George G. Harrap & company L'TD, 1966, p. 185.
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The manager Giovanni Grimani (1603—-1663) and his brother Antonio Grimani (1605—
59), whose family owned the theater, had a strong interest in the commercial perspectives of
opera that undoubtedly led him, when reconstructing the theater, to equip the stage with the
most advanced machinery of the age, a pole of attraction for curious entrance buyers. The
machinery must have allowed set changes to take place, as the theater was inaugurated with La
Delia o sia le Sera sposa del Sole, a mythological opera by Francesco Manelli with significant
spectacular components. It is a sign of the times that Giulio Strozzi (1583—-1652), in his
Scenario’” for La Delia, chose as one of the dedicatees the set designer, Alfonso Chenda (1591
or 1597 or 1607-1640), whose sets and machines he claimed would « ennoble » his drama'”.
As an engineer, Chenda, born Alfonso Rivarola, had already worked in Parma in 1628 for the
inauguration of the Teatro Farnese; he could have met Monteverdi there during the rehearsals
for Mercurio e Marte in the most technically advanced theater of the time'*. As an upcoming
architect, he also gained fame by building temporary theaters in his native Ferrara'”’ and in
Padua'®, this last one being one first example of the system of boxes that will predominate the
architecture of Venetian theatres, so it is likely that he was commissioned to make the Grimani

124 'The scenario was first used as a publicity tool by Giulio Strozzi who recognized the importance of providing
the public with advance publicity. Using various lures, including the fame of its composer, Francesco Manelli,
whose Andromeda had been such a success, and the fact that it was the inaugural opera for the new theatre SS
Giovanni e Paolo, Strozzi published his scenario over a month before Lz Delia opened. This scenario consisted
of a synopsis and a running description of the action, a preface by the author, and an advertisement for the next
production, Ferrari's Amwida. See: Thorburn, Sandy. “What News on the Rialto? How Publicity Created and
Destroyed Commercial Opera in Seventeenth-Century Venice” in Discourses in Music: 1 olume 4 Number 1 (Fall
2002). Toronto: University of Toronto, 2002.

125 « una nuova Armida, che sara come sono state I'altre due delgi anni andati, la maraviglia delle Scene, venedo
hoggi tanto nobilitata dele Machine di Vostra Signoria | Grimani|, e del Signor Alfonso [Chenda]...» in Strozzi’s
Delia Scenario of 1638 reproduced in Rosand, Ellen. Opera in Seventeenth-Century VVenice, The Creation of a Genre.
Berkeley: 1991, Appendix I. 15c, p. 414.

126 Chenda is named as assistant of Francesco Gutti (c.1605-1645) when the latter was working with Aleotti for
Mercurio e Marte in Parma in 1628. See: Bjurstrom, Per. Gzacomo Torelli, and Barogue Stage Design. Uppsala :
Almgvist & Wiksell, 1962, p. 44 & note 23.

127 For Ferrara 1631, see: I/ Torneo a pied, ¢ l'invenzione, ed allegoria, colla guale il signor Borso Bonacossi compari a
mantenerlo I'Alcina maga favola pescatoria fatta rappresentare dal suddetto signore nella sala detta de' Giganti in Ferrara, alla
presenza di tre Altegze Serenissime di Mantova, e de i dne Eminentissini cardinali Sacchetti, e Spada, nel carnovale dell'anno
1631. Descritti dall' Aggirato accademico fileno. Evvi aggiunto il Tebro epitalamio, che fu dispensato nella sera, ¢ nel teatro, in cui
st fece i torneo. Ferrara: Gioseffo Gironi e Francesco Gherardi, 1631. The tournament was organized by Borso
Bonacossi for the nuptials of Giovanni Francesco Sacchetti and Beatrice Estense Tassoni in the Ferrara Castle,
in presence of the Duke of Mantova Charles de Nevers, dedicaty of the book, and of the cardinal Giulio
Sacchetti. The book contains 6 engravings of the sets of Alfonso Chenda. See:

http:/ /bibliotecaestense.beniculturali.it/info/img/lib/i-mo-beu-70.1.19.6.pdf

128 For Padua 16306, see : L'ERMIONA del S. Marchese Pio Enea Obizzi Per introduzione d'un Torneo a piedi & a
cavalli E d'un Balletto rappresentato in Musica nella Citta di Padova I'Anno M. DC. XXXV'1 dedicata Al Sereniss. Principe
di Venetia FRANCESCO ERIZO descritta dal S. Nicolo Enea Bartolini Gentilhuomo, & Academico® Senese. Padua:
Paolo Frambotto, 1638. Performed in Padua in 1636 L’Ermiona, music by Giovanni Felice Sances and text by
G. Tonti Padova and Pio Enea degli Obizzi, unlike previous operas, was not commissioned to celebrate a
special occasion, nor was it performed before an audience exclusively made-up of the nobility. See: Rosand,
Ellen. Opera in Seventeenth-Century Venice: The Creation of a Genre. Berkeley 1991, pp. 69-72. For the sets, see also:
http://movio.beniculturali.it/bupd/lemusetrailibri/it/ 72/ 23-scenogtafia-dellermiona
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theater suitable for performing operas in front of an auditorium divided in boxes'”. This
division was made necessary by the desire to offer a private as much as public experience for
the audience. In this case the theater Santissimi Giovanni e Paolo must correspondingly have
had a wing stage from the start, which allowed several sets to appear, one after the other. The
number of tracks inserted in the stage permitted scenes to change before the audience’s eyes
in a minimal amount of time: and although the way they were changed is not known, this
would have been new for the audience and part of the attraction for the spectacle. Indeed, the
stage machinery of the Teatro SS Giovanni e Paolo may have been among the most
sophisticated at that time"". But after a second spectacular production, Armida by Benedetto
Ferrari, Chenda died in 1640. He appears to have been succeeded at the SS Giovanni e Paolo
by Giovanni Burnacini (1610-1655), to whom can be attributed the sets for Monteverdi’s
operas in Venice.

1.2.2 Giovanni Burnacini (1610-1655)

Born in Cesena around 1610, Giovanni Burnacini built a temporary theater in Ferrara in 1642
to stage a tournament entitled La Pretensioni del Tebro e del Po. For this big spectacle, which took
place in the courtyard of the Palazzo Publico, Burnacini designed a performance area closed
on three sides with four tiers of boxes, a formula invented by Chenda for the same type of
spectacle”™. On the fourth side, the stage could offer changeable scenery: from an Underworld
scene with ruined architecture to a woody landscape'”. Burnacini divided his large stage, fit
for the horses of the tournament, into three sections: the river gods Tiber and Po on each side,
and, a center space where, after showing the flaming palace of Pluto, the city of Ferrara was
the focal point'”. This similitude of conception with the performance space that Chenda had
chosen in 1637 for L’Ermiona in Padua may indicate some shared experience or at least
common ideas that will prevailed for the Venetian opera auditoriums'. Burnacini’s first

129 1 "Elrmiona is generally regarded as the decisive antecedent of the commercial Venetian opera; see: Petrobelli,
Pierluigi. “I.’Ermiona di Pio degli Obizzi ed i primi spettacoli d’opera veneziani” in Quaderni della Rassegna musicale
3, (1965), pp. 125-141.

130 This supremacy was short lived as the Tron family opened the Teatro Novissimo in 1641 with machinery
invented by Giacomo Torelli for La Finta Pazza which was allowing quicker and simultaneous changes of sets.
See: Bjurstrom, Per. Giacomo Torelli, and Baroque Stage Design. Uppsala: Almqvist & Wiksell, 1962, p. 47.

131 Tt is quite revealing that from all cities in Italy, Venice will be the one to promote public opera and the only
one where horse tournaments were, by then, if not impossible, difficult to achieve.

132 For Ferrara 1642 see designs reproduced in Torrefranca, Fausto. “Il primo scenografo del popolo G.
Burnacini” in Seenario, N°3. Milano & Roma, 1933, pp. 191-194. For the descriptive text, see: Le Preensioni del
Tebro, ¢ del Po' cantate, ¢ combattute in Ferrara, nella venuta dell'eccell. sig. principe Taddeo Barberini ... Componimento del sig.
Donn' Ascanio Pio di Sanvia. E descrizione di Francesco Berni. Ferrara : Francesco Suzzi, 1642. See also :

https:/ /www.curopeana.cu/portal/en/record/2048088/ oai_www_internetculturale_it_metaoaicat_oai_bid_bra
idense_it_7_MI0185_UM1E000444.html

133 For the hell scene this structure is kept, with columns dividing the palace in 3 sections, and burning city as
focal point.

134 Gualandri, Francesca. “Spettacoli, luoghi e interpreti a Venezia all’epoca della Didone” in La Fenice prima dell’

Opera 2005-2000, no. 7, pp. 45—48, suggests that Chenda’s sets were transferred from Padua to Venice where
they were reused for various productions.
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recorded work for the Venetian opera stage was presented in 1643': he worked in SS
Giovanni e Paolo as a set designer and impresario for the opera La Finta Savia, the marketing
answer devised by Grimani to counter the success of La Finta Pazza, performed in the rival
Novissimo theater with spectacular sets of Torelli *°. However, the opera’s librettist, Giulio
Strozzi, seems to indicate that Burnacini had already been working in Venice for some years.
In the foreword of the libretto, Burnacini is praised as the designer “who in the past years was
the first one to revive the theaters of Venice, with this majestic grandeur [...]”"" This reference
to his activity during previous seasons is the reason that one can attribute to him the sets of
the other operas performed in SS Giovanni e Paolo after the death of Chenda in 1640,
Among these productions, the three last operas by Monteverdi stand out: I/ Ritorno d’Ulisse in
Patria with a libretto by Giacomo Badoaro (1602-1654) in 1640, revived in 1641; Le nogze
d’Enea ¢ Lavinia by Michelangelo Torcigliani (1618-1679) in 1641 (the score of which is now
lost); and L 7ncoronazione di Poppea by Giovanni Francesco Busenello (1598—1659) in 1643.

As impressive as these records are, we have only a couple of pieces of visual evidence of
Giovanni Burnacini’s activity in Venice: two small prints that represent ephemeral architecture,
one for the Feast of the Virgin on the Piazza San Marco in 1642" and one for a fireworks’
display probably given during Carnival'®’ (Figure 2). Although these festive displays indicate
serious connection with the elite of the city, who was in charge of organizing such public
events, his position in Venice was likely overshadowed by the presence of his rival, Giacomo
Torelli (1608-1678)"*". This ambitious designer, ever mindful of his reputation, had engravings
made at great cost of his own sets designed for the Novissimo Theater, itself a rival of the
Grimani Theater. These lavish publications had, and still have, great impact on Torelli’s fame.
It was only after the departure of Torelli for Paris in 1645, following the bankruptcy of the
Novissimo, that Burnacini was able to regain his position as the premier designer in Venice.

135 Dates ate tricky to establish when retracing the evolution of Venetian opera because of the specificity of the
Venetian calendar: Despite my effort to be consistent, dates through this chapter may vary from one year. On
the complexity of opera and the Calendar, see: Donington, Robert. The rise of opera. London & Boston: Faber
and Faber, 1981, pp. 307-316. See also: Selfridge-Field, Eleanor. “Ritual, liturgy and the Venetian theatrical
calendat” in D'une scéne a 'antre, lopera italien en Europe. vol.1 : Les pérégrinations d’un genre sous la direction de
Damien Colas and Alessandro Di Profio. Wavre : Editions Mardaga, 2009, pp. 13-25.

136 Ia Finta Pazza by Francesco Sacrati to a libretto by Giulio Strozzi. Its premiere in Venice during the Carnival
season of 1641 inaugurated the Teatro Novissimo. La Finta Savia of Giulio Strozzi with Music by Filiberto
Laurenzi, Giovanni Battista Crivelli, Benedetto Ferrari, Alessandro Leardini, Tarquinio Merula, and Vincenzo
Tozzi was performed on 1 January 1643 at the Teatro SS Giovanni e Paolo.

137 « Le macchine, e le scene con numerose mutationi sono state inventate dal vivacissimo Sig. Gio. Burnacini
da Cesena, il quale fu gli anni adietri il primo, che ravivo i Teatri di Venetia con questa maetrose apparenze. » in
Strozzi, Giulio. La Finta Savia. Venetia: Matteo Leni e Giovanni Vecellio, 1643, p. 184, quoted by Torrefranca,
Fausto. “Il primo scenografo del popolo G. Burnacini” in Seenario, N° 3. Milano & Roma, 1933, p. 191.

138 1642: Gli amori di Giasone e d’Issifile by O. Persiani and Marco Marazzoli, and I/ Narciso ed immortalati Eco by the
same artists.

139 T was not able to locate a copy of this print. See: https://www.uibk.ac.at/aia/burnacini_giov_5_1.htm

140 On the forefront of the print a battle is taking place: that seems to suggest the fistfight between the two
main guilds of gondoliers, a yearly spectacle in Venice taking place on the Saint Barnaba Bridge. See chapter 6.

141 For the latest approach of work of Torelli, see: Géacomo Torelli, L invenzione scenica nell’ Europa barocea. a cura di
Francesco Milesi. Fano: Fondazione Cassa di Risparmio, 2000.
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Figure 2: 16407, engraving by Giovanni Burnacini of his set for a firework display in Venice showing
The Victory of Apollo over the 13]1‘/90”142.
London, Victoria and Albert Museum (previously in Theater Museum, Harry R. Beard Collection).

One of Giovanni Burnacini’s documented productions from this later period is 1651’s
Gli amori di Alessandro Magno e di Rossane, with music by Francesco Luccio (ca 1628—-1658). For
this piece, presented at the Grimani Theater, Burnacini acted as designer and impresario. In
his foreword to the libretto of Giacinto Andrea Cicognini (1606—1651), he claims that he was
“the first who has adorned the stage and made machines in this city.”'* Despite this
entitlement, Venetian opera theaters were constrained in the production resources they could
provide, and did not always offer the designer, even doubling as impresario, ideal conditions
in which to maintain a predominant position next to the composer and the poet whose fields
of activities were more diverse and easily accessible in printing form. The career path of Torelli
moving from the unsecure private enterprises of Venice to state patronages in France was a
model whose prestigious social appeal, inherited from the Renaissance, was also based on a
search to find circles as well learned as connected. Perhaps this is also why, in 1651, Burnacini
accepted the princely invitation of Emperor Ferdinand III (1608—1657) to Vienna where the

192 In The rise of opera, this print is attributed wrongly by Donington to his son Lodovico, Donington reading on
the print « Lo: Burnacinius », when one should read « Io. ». The letter « I » is used here in the Latin way,
Toannis, coming from the Greek Ioannese and derived from the Hebrew «Yohanany, consisting of «Yahwe,
God and «hanany, to be merciful. Venetian used Giovine or Iovine as nickname or to indicate a young (in
modern italian giovane) person. See: Donington, Robert. The #ise of gpera, L.ondon & Boston: Faber and Faber,
1981. pl. XIL

1 « A me dunque, che per i diletti dell’ Architettura, e di macchine posso con verita dirmi il primo, quanto al
tempo c'habbia ornate Scene, ¢ fatte Macchine in questa Citta » in Burnacini, Giovanni. “A Lettore.” in
Cicognini, Hiacint’ Andrea. G/ amori di Alessandro Magno e di Rossane. Venezia: Pinelli, 1651, p. 8.
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Italian artist, until his death on July 21, 1655, established a productive career as a court architect
and theater designer. His son Lodovico (Ludovico) Ottavio Burnacini (1636-1707), first
working as his assistant, will keep on in the style of his father and establish a long-lasting
influence on the scenography of the German speaking countries.

Due to the lack of first-hand iconographical sources on Giovanni Burnacini’s creations
for opera in Venice, we are forced to look at his productions in Austria to get an idea of his
personal style. One of his productions, I.a Gara—an operatic prologue for a tournament by
Alberto Vimina (1603-1667) —was performed in Vienna in 1652. The libretto is illustrated
with engraved scenes evoking the event'*. Even more informative, as we will see, is I."Inganno
d’amore by Antonio Bertali, as the libretto by Benedetto Ferrari, published for the performance
in Regensburg in 1653, shows clearly the different sets'”. One of Burnacini’s designs for Ia
Gara (Figure 3) is typical of the architectural work of the designer. Behind a majestic frons
scaenae composed of long columns, the eye is drawn and led along the walls, cornices, and
colonnades toward the center of the stage. The interest is concentrated upon these transversal
clements, which form the most significant decorative part of the picture. The backdrop
perspective is simply used to complete the milieu; it was too far away and too dimly lit to
transmit more than a dominating mood or atmosphere'*. Its effect in Burnacini is primarily
to serve as a neutral background in front of which the performers are more defined, thanks to
the colored costumes'"’, and better lit, as a result of the footlights. Even so, regardless of the
magnificence and the ornamentation of Burnacini’s sets, it is easy to perceive the strict

symmetrical and monumental composition that would enhance the human presence'®.

144 See: Vimina, Alberto. La gara. Opera Dramatica rappresentata in Musica. Per introduttione di Torneo fatto in VVienna per
la nascita della Serenissima Infante di Spagna, Donna Margarita Maria [sic] d' Avstria, dedicata a Sua Eccellenza il Signore
Marchese di Castel Rodrigo, Gentilhuomo Della Camera di S. Maesta Cattolica, del suo Conseglio, e sno Ambasciatore
estraordinario in Corte Cesarea. Da Alberto Vimina. Vienna d'Austria: Matteo Riccio, 1652.

145 See : Bertali, Antonio. L. Tnganno d'amore. Innbalt und Verfassung der comoedi von 1iebs Betrug ; ersinnet von Benedicto
Ferrari ; dedicieret dem aller durchleuchtigsten grossmachtigsten und Uniberwindlichsten Romischen Kayser auch zu Hungarn und
Bibmen Konig &¢. &>¢. [Regensburg] : Gedruckt in der Kays. Freyen Reichs Statt Regenspurg bey Christoff
Fischer, 1653.

146 Later in the century a French traveller wrote : « L’on joue a Venise plusieurs opéras a la fois ; les théatres
sont grands et magnifiques, les décorations superbes et bien diversifiées, mais trés mal éclairées. » in Limojon de
Saint Didier, Alexandre Toussaint. Ia ville et la république de 1 enise. Paris: 1680, p. 347.

147 For costumes, a good source are the paintings kept in the Pinacoteca of Fano showing Torelli’s sets for
Venere Gelosa (1643) and for Deidamia (1644), although the presence of nudity of the gods in the set of this piece
indicates a desire of the painter to elevate the composition to History painting, and not performance
documentation, the bright colours seem accurate. See: Giacomo Torelli, 1 invenzione scenica nell' Eurgpa barocca. Fano:
Fondazione Cassa di Risparmio, 2000, pp. 122—146.

148 Lodovico (LLudovico) Ottavio Burnacini (1636-1707) was his father's assistant until the latter's death and
succeeded him in the office of theatre architect and imperial court engineer to the Habsburg Emperor. He is
famous today thanks to the series of engravings showing his sets for I/ pomo d’oro, the opera by Antonio Cesti
(1623-1669) on a libretto by Francesco Sbarra (1611-1668), which was first performed before the imperial court
in a specially constructed open-air theatre in Vienna. Originally planned to mark the wedding of the Emperor
Leopold I and Margaret Theresa of Spain in 1666, the production was rescheduled to mark the Empress's
seventeenth birthday in 1668. The work was staged over the course of two days: The Prologue, Acts I and 11
were given on July 12; Acts 111, IV and V on July 14. The staging was unprecedented for its lavishness and no
fewer than 24 sets with stage machinery.
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Figure 3: 1652, anonymous engraving of a Giovanni Burnacini’s «Atrio Reggio» for La Gara
in Alberto Vimina. La Gara : Opera Dramatica rappresentata in Musica, Per introduttione di Torneo fatto in 1 ienna
Per Ia Nascita Della Serenissima Infanta Di Spagna, Donna Margarita Maria D' Avstria,
Dedicata A Sua Eccellenza il Signore Marchese Di Castel Rodrigo ...
Vienna d'Austria : Matteo Riccio, 1652.
London, British Library.

61



Gilbert Rémy Blin — The Reflections of Memory

1.3 1l Ritorno d’Ulisse in Patria

A visual configuration that emphasizes the movements of the singer was clearly
appropriate for the Venetian staging of the story of Ulisse’s return to his island of Ithaca. It
may not be a coincidence that the existing prologue of the opera by Monteverdi shows Human
Frailty tormented by three gods who are blind'*. Unfortunately, this intriguing visual allegory
1s, like many aspects of 1/ Ritorno d’Ulisse in Patria, difficult to investigate, as there is little extant
evidence of the first performance in Venice in 1640. Even though the opera was revived in
1641, no printed copies of the libretto have survived. Fortunately, a number of manuscripts is
kept in Venice, one likely to be contemporary and perhaps even from the hand of the librettist
Badoaro. This lack of printed sources makes the study of this libretto as essential as examining
the only surviving manuscript of the score, as it contains scenes that were not set in music and
seems therefore to have preceded the production. In this libretto, we learn about the original
plan to perform the opera in five acts and a prologue, a division that brought the play closer
to the antique model of #ragedia™. In this plan, the development of the sets appears to be very
closely related to the action of the drama. The libretto offers a dramaturgy of space, both in
terms of places of action and types of scenery required, close to the one Homer describes in
his Odyssey”’. The narrative style of the libretto, with its division by sequences, may be an
evocation of the Greek epic, but the definition of its spaces of action on stage also bears the
mark of Venetian eatly opera'™. The extensive information we have about the usages and
practices of the Venetian theaters of the period fits well with what the librettist Badoaro had
in mind. First of all, the narration follows a series of episodes that do not necessarily succeed
each other chronologically until they merge during the slaughter of the suitors. Furthermore,
to establish this pacing, these events take place in different locations, and the changes of space
underline the possible simultaneity of action. Movable scenery and special effects, a trademark
of Venetian designers, offered the perfect visual tools to display the multiple events of the
ultimate episode of Ulisse’s story.

On the libretto manuscript, next to the detailed list of characters, the so-called
Aristotelian unity of place is announced: «The scene is in Ithaca, an Island in the Ionian Sea,
now called Theachi. »" Ithaca is a real island in the Ionian Sea, and it was under Venetian
control in the time of Monteverdi: one of numerous harbors offering shelter for the maritime

149 Badoaro wrote another version of the prologue showing: 1l Fato, la Fortezza and La Prudentia. See
following note.

150 Manuscript of the libretto of I/ Ritorno d’Ulisse in Patria: 1-Vmc 564, Biblioteca d’Arte e di Storia del Civico
Museo Cortrer, Venezia, Italy.

151 Badoaro bases his adaptation on the book 13 to 24 of Homer’s Odyssey, and, as Ellen Rosand, has suggested,
on the Italian translation published in 1573 by Lodovico Dolce. See: Rosand, Ellen. Monteverd:’s last operas: a
Venetian trilogy. Berkeley: University of California Press, 2007, p. 133.

152 See: Carter, Tim. Monteverdi’s Musical Theatre. New Haven (CT): Yale University Press, 2002, pp. 237-249.

153 « La scena ¢ in Tonia Isola del Mar Ionio Vera nomineva Theachi » in Manuscript of the libretto of I/ Réitorno
d’Ulisse in Patria. Biblioteca Cortrer.
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trade of the Serenissima”. Called « Thiaki » by the sailors before the Venetian period, the name

was kept by the inhabitants, and the island was called « Theaki » by the Venetians, sometimes
written « Theachi » as in the manuscript of the libretto. Far from being an imaginary place, or
a place lost in time, Ithaca/Theaki was as real for the audience of the theater SS Giovanni and
Paolo as any other island of the Mediterranean and the patriot audience of 1640 may have seen
in Ulisse regaining his kingdom over the suitors, a possible allegory of Venetian legitimacy in
the possession of Theachi over the Ottomans. On stage, the island, where the entire opera
takes place, is shown in three sets, very different from each other: the « Reggia », the «
Boschereccia », the « Marittima » The Royal Palace, the Grove, and the Seashore.

1.3.1 The « Reggia »

One custom that characterizes the scenography of most Venetian operas of the period
is the presence of a Scena Maestra (principal set), also known as Scena ordinaria (regular set)'™. In
Ulisse the royal palace occupies the function of Scena Maestra, the set that appears most often
in the story as the center of power of Ithaca and the destination of Ulisse for his return to his
fatherland. The title of the opera, I/ Ritorno d’Ulisse in Patria, declares clearly that it focuses on
the final chronological episode of the Homerian adventures of Ulisse. By making the royal
palace the most recurrent set in Ulisse, Badoaro is able to develop two distinct narratives before
merging them in this very space for the last scenes: Penelope facing the suitors, and Ulisse and
his journey from the moment of his landing on the shores of Ithaca to his arrival in his home.
The « Reggia » is the royal palace where Queen Penelope has confined herself, waiting for her
husband, and where the suitors are courting her. More specifically, the main room of the palace
is the center of royal power and where the King of Ithaca received his visitors: in Ulisse, it is a
throne room without a king, and an empty seat may have highlighted the imbalance of power.
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Figure 4: 1674, engraving by Matthdus Kusel, (1629-1681) from the set by Lodovico Burnacini (1636-1707)
for I/ Fuoco Eterno Custodito Dalle 1 estali by Niccolo Minato & Antonio Draghi, Vienna, 1674.
Collection of Gilbert Blin.

154 Scammell, Geoffrey Vaughn. The world encompassed: the first Eurgpean maritime empires, ¢. §00-1650. Berkeley,
University of California Press, 1981, p. 119.

155 Glixon, Beth Lise and Glixon, Jonathan Emmanuel. Inventing the Business of Opera. .. Oxford, 20006, pp. 242—
244,
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To reflect this, it is likely that Burnacini had painted an imposing architecture for his
principal set, with lines of columns and pillars bringing the eye to the vanishing point, where
an empty throne would have been a clear expression of the void Ithaca suffers from. We
already have seen the A#rio Reggio by Giovanni Burnacini which can be found in his work of
1652 for La Gara"™ in Vienna (Figure 3). The stage is organized in a very monumental way,
with the perspective accentuated by means of close points of connection coming from the
capitals and the pillars creating perspective lines. This configuration emphasizing the vanishing
point could lead to a throne in the middle. However, the throne may also have also been
located on one side, as we find this disposition in many sets of this petiod.””” A throne room
by Lodovico Burnacini, the son of Giovanni, for I/ Fuoco Eterno Custodito Dalle 1'estali in Vienna
in 1674 shows also such a disposition. Taking in consideration that the print showing a « Room
in the Palace of the Dictator in Roma » may have reversed the original composition, the place
of the ruler, « with his majestic seat »"**, is on the side (Figure 4)
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Figure 5: 1653, engraving by Jacob van Sandrart (1630-1708) of Giovanni Burnacini’s « Atrio Reggio »
for Act I of LTnganno d’amore for the performance in Regensburg.
Washington, Library of Congress.

156 Vimina, Alberto. La Gara : Opera Dramatica rappresentata in Musica, Per introduttione di Torneo fatto in V'ienna Per
La Nascita Della Serenissima Infanta Di Spagna, Donna Margarita Maria D' Avstria, Dedicata A Sna Eccellenza il Signore
Marchese Di Castel Rodrigo ... Vienna : Matteo Riccio, 1652.

157 A good example can be found in one of Torelli’s sets for the Ballet de la Nuit, performed in Paris in 1653, but
the accumulations of different performing space in the design, reusing elements of Andromede, dissolve the idea
of a throne room. See: Gracomo Torelli, 1. invenzione scenica nell' Europa barocca. Fano: Fondazione Cassa di
Risparmio, 2000, p. 236.

158 « Stanze, del Palazzo del Dittatore in Roma con il suo maestoso Seggio » See: [Niccolo Minato and Antonio
Draghi|. I/ Fuoco Eterno Custodito Dalle V'estali, Drama Musicale Per la Feliccissima Nascita della Sereniss. Arcciduchessa
Anna Maria Figlia delle S.S. C.C. RR. M.M. Dell’ Imperatore Leopoldo, e della Imperatrice Claudia Felice.... Vienna:
Giovanni Christoforo Cosmerovio, 1674.
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For /'Tnganno d’amore of 1653, Burnacini designed a « Royal Atrium composed of Doric
order with a continuous order of doubled columns, with in the inter columns niches with
statues, whose beautiful construction, and continuation of depth [...] »". This royal atrium
fits the elements of Ulisse’s «Reggia» (Figure 5). The courtyard open to the sky would also allow
in Ulisse, the flying of Minerva who «appears in a machine»'” for the slaughter of the suitors.

The place speaks of the absent center of power, but it is also the place of rebirth, where
Ulisse will regain his true identity as King of Ithaca: the room where the suitors will be
slaughtered. This episode, one of the most important of the Odyssey, is reminiscent of the fatal
meals that are a staple of Greek mythology'®', and is the one most represented in visual arts.
In these drawings, paintings, and engravings, the space is often organized vertically with the
architecture of the palace and horizontally by the axis delimited by the table of the banquet of
the suitors. A very good example of this type of composition is present in a drawing of the
Genovan artist Luca Cambiaso (1527-1585) whose language, influenced by the purpose of his
work, destined to become a fresco, is close to the one of a picture of a stage performance
(Figure 6). Following Homer'*, Cambiaso places in the center the figure of Minerva, flanked
by Telemaco on one side, with a spear, and Ulisse, on this other, with his bow. As the entrance
of the room is blocked by Ulisse, the suitors have no way to flee away. As viewers in the room
itself, we are part of the action.

While a banquet with its long table is often presented in the Venetian paintings showing
biblical meals at the center of lavish architecture in perspective—Veronese had been the
champion of this type of composition, and the size of some of his canvases reached the actual
dimensions of a stage'*—the visual trope of the meal as phenomenon of revelation acquires
a new outcome in Ulisse. This composition of the verticality of the palace and the horizontality
of the table is completed by the dynamic axis defined by Ulisse slaughtering the suitors. Luca
Cambiaso makes good use of the rules of perspective, and the scene seems perfectly suited to
the Venetian stage. In this scene, with Burnacini’s strong linear style directing focus, the
violence that stops the festivities must have been very effective, but how realistic the staged

159 « Atrio Regio composto d’ordine Dorico con una continoata ordinanza di duplicate colonne, negl’intercoluni
delle quaili erano nicchie cone statue, onde belle construttione, e continoatione di lontananza faceva restate
ammirato ciascuno, che le riguardava. » in: Bertali, Antonio. I.'Inganno d'amore. [Regensburg] : Gedruckt in der
Kays. Freyen Reichs Statt Regenspurg bey Christoff Fischer, 1653.

160 «Apparisce Minerva in macchina» in Ulisse, Act IV, Last Scene.

161 One may think of the story of Atheus and Thyestes as told by Seneca in his Thyestes (based on a Euripides
model now lost).

162 « Then Athene, daughter of Zeus, drew near them, like unto Mentor in form and voice, and Odysseus saw
her, and was glad; and he spoke, saying: “Mentor, ward off ruin, and remember me, thy dear comrade, who
often befriended thee. Thou art of like age with myself” [then the goddess]| flew up to the roof-beam of the
smoky hall, and sat there in the guise of a swallow to look upon. » in Homer. The Odyssey with an English
Translation by A.T. Murray. Cambridge (MA): Harvard University Press & London: William Heinemann, Ltd.,
1919, Book XXI1, 200-240, pp. 353-355.

163 Several compositions by Paolo Veronese (1528—1588) include a meal and a table: The Supper at Enmmans, Feast
in the house of Levi, Feast in the bouse of Simon, etc, and The Wedding Feast at Cana (1563) which measures 6.77 m X
9.94 m.
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slaughter would have been remains a question'*. Nevertheless, this massacre was certainly an
expression of ferocity, which is reaffirmed by the parallel as established in the story when a
witness of the butchery, Iro, compares the « proci » (suitors) to « porci » (pigs)'®. The libretto
suggests a ritual sactifice, a cleansing in blood and that anchors the drama in the Greek style'®.
The celestial good omens that Minerva bestows'”’, the sound of thunder and the vision of

lightning that she promised as the signal for the slaughter, must have amplified its extent on

Figure 6: ca. 1565, Study by Luca Cambiaso (1527-1585) for the Return of Ulysses,

Pen and brown ink and brush and brown wash on brown laid paper, squared in red chalk for a fresco for the
Grimaldi palace on the Strada Nuova in Genova.

Princeton (NJ), Princeton University, Art Museum.

164 Tt seems that, in respect for the integrity of costumes, simpler artifices were more commonly used on the
stage. Red fabric, as used in eastern theatre form, would have produced in the dim lighting of the candles the
same effect without irreversible consequences for the garments.

165 On the comical aspect of the part of Iro, see: Rosand, Ellen. "Iro and the Interpretation of I/ Ritorno d'Ulisse
in Patria" in Journal of Musicology 7 (1989), pp. 141-164.

166 The aim to refer to ancient tragedy is part of the literary aims of Badoaro. See: Rosand, Ellen. Monteverdi’s last
operas...2007, pp.130-143.

167 « Minetva [...] Allor che I'arco tuo ti giunge in mano / e strepitoso tuon fiero t'invita, / sactta pur, che la tua
destra atdita / tutti conficchera gli estinti al piano. / Io sara teco e con celeste lampo /atterero "umanita
soggetta: / cadran vittime tutti alla vendetta, / ché i flagelli del ciel non hanno scampo.» in Ulisse, Act 111, Scene
6.

168 The lightning effect, the « lampo » that Minerva predicts, must have been figured by fireworks in directional
« flagelli », while the « tuon » may been done with the help of a thunder machine.
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1.3.2 The « Boschereccia »

Whereas the royal palace is the sty of sin, the pastoral scene is, in opposition, presented
as the kingdom of innocence. The « Boschereccia », the grove where Eumete, the swineherd,
reigns over his pigs, is the first place where Minerva sends Ulisse, albeit incognito. It is there
that the broken hero meets the wise Eumete and gradually regains his human identity by being
honored with the ancestral laws of hospitability. There, he also recovers his unique status as a
father by being reunited with his son Telemaco. These fundamental values of the pastoral life,
the sense of community and the family ideals, speak of an uncorrupted world and natural
goodness. The woodland of the Venetian stage, the « Boschereccia », was probably still much
like the design Serlio had proposed a century before as a generic set for the Pastoral Scene,
which he called in a Greek fashion following Vitruvius, scena satyrica (See Figure 1, in the Orfeo
part). In a forest dominated by tall trees that look like Mediterranean pines, on both parts of a
path some simple huts can be seen, suggesting a human settlement. Indeed, in Homer, Eumete
welcomes Odysseus in his house, but Badoaro chooses to have the action take place outside,
among the trees.

Figure 7: 16306, anonymous engraving of the theatre set by Alfonso Chenda (ca 1600 -1640) for «una
boschereccia o Campagna di Beozia» with an apparition of Pallade of I’Ermiona, music by Giovanni Felice
Sances and text by G. Tonti Padova and Pio Enea degli Obizzi, in Padua in 1636.

Los Angeles, Getty Museum.
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For the performance in Venice, Burnacini may have reused sets from the stock left by
Chenda at his death, and more specifically the trees this designer created for the first act of
Ferrari’s Armida, a spectacle which opened a few months before Ulisse. The shutters showing
the game-filled forest of the magician would have suited the calm and beauty of Eumete’s
abode. The side shutters may have shown the same elongated trunks which confer an
architectural feel to the set for « una boschereccia o Campagna di Beozia » of Chenda’s 1636
production of L.’Ermiona, as seen on Figure 7. If Burnacini would have wanted to express the
specific idea of Homer about the dwellings of Eumete, he may have integrated to the trees of
Chenda some shutters painted like rustic buildings. Shutters showing wild trees appear on
many sets of this period and these shutters showing huts may have made all the difference.
The model of Serlio was the reference for composing a set of this kind and a good example of
the wide spread influence of Scena satyrica is the design by Inigo Jones (1573-1652), for Floriméne
in London in 1635 or 1636'”. As shown of Figure 8, the English designer, who spent formative
years in Italy, follows strictly the composition of Serlio but enlarged it in proportion with the
dimensions of the Whitehall, where the performance took place. If one forgets the design of
Jones for the proscenium frame, and the graphic hand of the artist, Burnacini’s « Boschereccia
» may have been of the same type, maybe with a view of the royal palace on the backdrop, as
the grove of Eumete is only a step, although decisive, between the seashore and the «Reggian.
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Figure 8: 1635-36, Study by Inigo Jones (1527-1585) for a set for Florimene, in the Whitehall,
Pen and brown ink and brush paper
Chatsworth, Devonshire Collection.

169 For an intresting reconstruction of the sets of Florimene, see:
https:/ /spectacle.appstate.edu/news/florim%C3%A8ne-whitehall
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Ulisse of Monteverdi ends, as it started, in the « Reggia » set, but with the evocation of
another space of the palace, this one hidden in its center: the marital bedchamber. Ulisse
describes it in visual terms: « I know that your pure bed, which none have seen, save
Ulisse,...»'". By stating that the marital bed has not been seen by anyone else, Ulisse reassures
Penelope of his trust and at the same time proves his identity. The bed, as much as the throne,
is Ulisse’s goal: a wanderer who wants to repossess his identities as man, father, king, and
husband. The reunion happens after the gods have agreed to let Ulisse regain the last part of
his self. In this scene, which summarizes the twenty years of [/iad and Odyssey, Juno, goddess
of marriage, admits that « Ulisse has wandered too much »'"" and thereby marks the beginning
of the denouement. To finally convince his wife of his identity, Ulisse must describe the
couple’s bed and the figure of Diana that Penelope has embroidered on the bed cover. It is
with the description of this picture of the chaste goddess that Penelope recognizes Ulisse, and
in the conjugal embrace that follows that the wandering of the hero really ends. The association
of ideas elevates the sovereigns to the status of mythic couple for the audience as much as it

did for the readers of Homer'".

1.3.3 The « Marittima »

This ultimate private center in the palace parallels the immensity of the sea, where the
wanderer went when he left Ithaca and where he is returning from at the beginning of
Monteverdi’s opera, that main theme of Homer’s epic poem. The relation of Venice with the
sea was at the center of its identity by 1640, culminating in Lo Sposalizio de/ Mare (The Marriage
of the Sea), the lavish annual ceremony that used to symbolize the maritime dominion of
Venice'”. Since the eleventh century, this symbolic union took the form of a pageant on
Ascension Day with the head of the state, the Doge, as the main character, and the sea as
partner and backdrop. Considering the importance of the sea in Venice both in terms of reality
and symbol, it is not surprising that the depictions of seascapes became compulsory in
Venetian operas. Indeed, the first opera presented in a Venetian public theater, Andromeda in
1637, had a sea-related theme, and for its very first set Chenda designed a « Marittima »: «The
Curtain gone, one could see the whole sea with, in the distance, some movements of water,
and rocks, the naturalness of which (even though it was fake) brought doubt as to whether
one was in a theater, or on a real seashore ».'™* In Ulisse, the set that immediately follows the
first appearance of the palace is the seascape. The way to present the illusion of the sea was
reported by Sabbatini in 1638, and his treatise describes various techniques to represent water,
showing that ingenuity was a constant factor in attempting to represent this most constantly
changing of elements. The capacity of the sea to metamorphose inspired much research in

170« So che’l letto pudico, che tranne Ulisse solo, altro non vide,...» in Ulisse, Act V, Last scene.
171« Ulisse troppo etro » in Ulisse, Act V, Scene 7.

172 The alternative text for a prologue found in the manuscript, kept by the Biblioteca d’Arte e di Storia del
Civico Museo Correr, is even closer to this end: Speaking of Ulisse, Il Fato declares: « Gode la pattia al fin,
gode la moglie».

173 Urban, Lina; Romanelli, Giandomenico; Gandolfi, Fiora. Venise en fétes. Paris : Editions du Chéne, 1992, pPp-
14-20.

174 « Sparita la Tenda si vide la Scena tutta mare; con una lontananza cosi artifitiosa d’acque, e di scogli, che la
naturalezza, di quella (ancor che finta) movea dubbio a Riguardanti , se veramente soffero in un Teatro, o in
una spiaggia di mare effettiva. » in [Ferrari, Benedetto|. L Andromeda Del Signor Benedetto Ferrari ; Rappresentata in
Musica in Venetia I'Anno 1637. Dedicata all Tllustrissimo Sig. Marco Antonio Pisani. Con Licenzga de’Superiori, e Privilegi.
Venetia: Antonio Batiletti. MDCXXXVII, pp. 5-6.
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how to show the movement of waves, from quiet swells to a tempestuous sea. On the stage of
the SS Giovanni and Paolo, the shores of Ithaca may have been created by a complex system
of sea rollers or more simply by a series of balancing profiled canvases showing waves.
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Fig 9: ca 1651, engraving by Frangois Chauveau (1613—16706) of the theatre set
by Giacomo Torelli (1604-1678) for Act 111, of Androméde by Pierre Corneille and Charles d’Assoucy, 1650.
Collection of Gilbert Blin.

The side shutters of a « Marittima » were almost invariably of rocks, and Torelli’s well
known set for Androméde in Paris of Figure 9 shows a good example of such seaside cliffs.
Ulisse’s « Marittima » must have been created by Burnacini following the same scenic language.
The disposition that Burnacini will apply in 1653 for L'Inganno d'amore in Regensburg as shown
on Figure 10 is constructed the same way and allows moving boat and flying devices: « A quiet
sea, where desperate Fortuna whose little ship, with the broken rudder and the sail torn, is
sinking. Amor, who from the beach mocked her, rises in Heaven to the sign of Venus, which
on a golden chariot wandered with artful motions the air, from which Hymen gently descended
on earth. »' ™. Here again, the question remains whether Burnacini may have used for the sea
of the Teatro SS Giovanni e Paolo the sea set made by Chenda for his 1637 production of
Andromeda, which visual language must have been close to the sets for Emniona of the same
year (Figure 11). He may also have repainted the existing shutters or at least reused the wooden
frames, a custom documented in the period'”. This would explain the lack of first-hand
documents on the sets of I/ Ritorno d’Ulisse in Patria: in the confusion which probably followed

175 « un tranquillo mare, in cui la Fortuna disperata su picciola nave con I'albero rotto, e la vela squarciata si
sommerse. Amore che su la spiaggia la deridea sali repente in Cielo all cenno di Venere, che su carro dorato con
moti artifitiosi vago par Iaria, dalle quale dolcemente discese Imeneo in terra.» in Bertali, Antonio. I."Tnganno
d'amore. [Regensburg] : Gedruckt in der Kays. Freyen Reichs Statt Regenspurg bey Christoff Fischer, 1653.

176 See: Glixon, Beth Lise and Glixon, Jonathan Emmanuel. Inventing the Business of Opera. ... Oxford, 2000, pp.
271-272.
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Chenda’s early death, Burnacini may have had to complete or reuse some of the elements
painted by his elder for a previous spectacle. Added to the fact that Burnacini did not have his
work printed prior to his Austrian period, that may explain why the set designer of
Monteverdi’s first Venetian opera did not enjoy the same fame as his predecessor Chenda or
his “rival” Torelli.
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Figure 10: 1653, engraving by Jacob van Sandrart (1630-1708) of a Giovanni Burnacini’s set for L. Tnganno
d’amore for the performance in Regensburg.
Wien, Osterreichische Nationalbibliothek.

I/ Ritorno d’Ulisse in Patria did, however, demand some spectacular special effects which
may have satisfied the appetite of the audience for theatrical marvels: a ship turning to stone,
a trapdoor swallowing a disguised Ulisse (and bringing him back in another costume), an
airtborne chariot transporting Minerva and Telemaco, Jupitet’s eagle flying over the suitors,
and Minerva appearing in the sky during the slaughter. All these effects, which involve the
different levels of the stage, were becoming customary in Venetian opera at the time, and were
spread out strategically by Badoaro over the course of the drama. The techniques involving
pieces of scenery movable by pulleys and ropes, thanks to human strength, were close to the
ones used on ships. The first stagehands of the Venetian theater were likely to have come from
the city’s Arsenale district. The mechanical prowess of shipbuilders and sailors, turned
carpenters and stagehands for the Republic’s theaters, were becoming a part of the opera genre,
alongside poetry and music. The flying effects were one of the greatest attractions of the
business of Venetian opera. In 1645, a young Englishman on his Grand Tour exclaimed: « We
went to the Opera which are Comedies and other plays represented in Recitative Music by the
most excellent Musitians vocal and Instrumental, together with a variety of Sceanes painted
and contrived with no lesse art of Perspective, and Machines, for flying in the aire, and other
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wonderful motions; so taken together it is doubtless one of the most magnificent and
expensive diversions the Wit of Men can invent »."”’

Fig 11: 1636, anonymous engraving of the theatre set by Alfonso Chenda (ca 1600 -1640)
for Act 111, of I.’Ermiona, music by Giovanni Felice Sances and text by G. Tonti Padova
and Pio Enea degli Obizzi, in Padua.

Los Angeles, Getty Museum.

177 John Evelyn in 1645, see: Evelyn, John. Diary, London: 1907, 1, p. 202.
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1.4 L’incoronazione di Poppea

That sets, and machines were part of the attraction of Venetian opera is confirmed by
a trend which is of great interest for the study of set designs during this period: impresarios
would publish, often before the opening night, a synopsis of the action with mention of the
sets that were planned for the performances'”™. The Scenario of L'incoronazione di Poppea does
not provide much details of Giovanni Burnacini’s sets, but it at least indicates what types of
spaces the characters should act in and what changes were subsequently represented. The
Scenario presents the following sequence: « The Palace of Poppea » and « The City of Rome »
for the first act; « The Villa of Seneca », « The City of Rome », and « The Garden of Poppea»
for Act II; and « The City of Rome » and « The Palace of Nero » for Act III'”. In the story
itself, it appears as if the chosen spaces articulate themselves in a polarity of forces, expressive
of the axis of tension where the plot is developed. Rome is the general space of the action, but
there are different locations around the center of power. Therefore, the city of Rome and its
various locations revolve around its focus: the imperial palace. The rather recent discovery of
another copy of Pgpped’s libretto'™, a manuscript called the Udine Pgppea Libretto (in reference
to its current location), has offered new information and therefore allowed new insights into
the original staging of the piece'®'. Considered today as the closest to the first performance of
1643, its reading in conjunction with the first Scenario allows a notably better understanding
of the space of the action and the sets with which L zncoronazione di Poppea could have been
performed.

The opposition between the palace, the city, and the forest, even if it seemingly follows
the rules of Serlio, is united by the unanimous acceptance by the characters that the center of
action is the palace of the emperor. The last set mentioned in the scenario, this « Reggia di
Nerone », witnesses the coronation and apotheosis of Poppea. This ultimate association of a
space to a specific character, after « The Palace of Poppea » and « The Villa of Seneca » anchors
the plot in history and brings its load of reference both from literature and visual arts.
Busenello, like Badoaro librettist of Ulisse, was member of the Accademia degli Incogniti
(Academy of the Unknowns) the learned society of freethinking intellectuals, mainly
noblemen, that significantly influenced the cultural and political life of mid-seventeenth
century Venice'®. At the beginning of his libretto, Busenello summarizes the Roman history
of Nerone and Poppea adding « And thus Tacitus is telling. » but, referring to his libretto, he

178 On opera ‘Scenarios’ see: Rosand, Ellen. “The opera Scenatio, 1638-1655: A Preliminary Survey” in In Cantn
et in Sermone: For Nino Pirrotta on bis 80" Birthday, ed. Fabrizio Della Seta & Franco Piperno. Florence: Olschki,
1989, pp. 346-355.

179 "pallazzo di Poppea" (Act I, sc. 1-4). "citta di Roma" (Act I, sc. 5-13); "villa di Seneca" (Act 11, sc. 1-3), "citta
di Roma" (Act 11, sc. 4-11), "giardin di Poppea "(Act 11, sc. 12-14);" citta di Roma "(Act 111, sc. 1-7),"reggia di
Nerone"(Act 111, sc. 8). See: Scenario of L incoronazione di Poppea as transcribed by Ellen Rosand in Rosand, Ellen.
Monteverdi’s last operas. .. 2007, p. 394.

180 Udine Poppea Libretto: La coronatione di Poppea, Udine, Biblioteca Comunale, 55.

181 See: Fabbri, Paolo. “New Sources for Poppea™ in ML 74, 1993, pp. 16-23. See also: Rosand, Ellen.
Monteverdi’s last operas. .. 2007, pp. 50 & 51 & pp. 61-68.

182 See: Carter, Tim. Monteverd;’s Musical Theatre. New Haven (CT): Yale University Press, 2002, pp. 270-277.
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added: « But here it is represented differently. »** To this familiarity with the Amnals of
Tacitus® (Figure 1) we may add his knowledge of the tragedies attributed to Seneca'®, and
notably O#favia, likely known to Busenello in the translation'™ of Lodovico Dolce (1508/10—
1568), the erudite Venetian man of letters and theorist of painting (Figure 2).

Figure: 1: Title page of Opere di G. Cornelio Tacito, Annali, Historie, Costumi de' Germani, e V'ita di Agricola; illustrate
con notabilissimi aforismi del signor D. Baldassar’ Alamo 1 arients, trasportati dalla lingna castiglana nella toscana da D.
Girolamo Canini d'Anghiari.. Venetia: Giovanni Battista Ciotti, 1618.

Figure 2: Title page of Le Tragedie di Seneca, tradotte da m. Lodovico Dolce

Venetia: Gio. Battista & Marchion Sessa f., 1560

Since the Renaissance, besides Latin literature, Roman architecture and sculpture,
mosaic and paintings, medals, with their text and representations of emperors, were starting to

183 Busenello, in his “Argomento” of Pgppea wrote « ... cosi rappresenta Cornelio Tacito. Ma qui si rappresenta
il fatto diverso. ». For a full transcription of Argomento, Scenatio and preface see: Rosand, Ellen. Monteverd:’s
last gperas... 2007, pp. 394-397.

184 Nero’s reign is described in Tacitus, Annals, Books XIII to XVI. For Tacitus, see: Opere di G. Cornelio Tacito,
Abnnali, Historie, Costumi de’ Germani, e V'ita di Agricola; illustrate con notabilissimi aforismi del signor D. Baldassar' Alamo
Varients, trasportati dalla lingua castigliana nella toscana da D. Girolamo Canini d'Anghiari. Aggiuntoui dal medesimo il modo
di canar profitto dalla lettura di guesto antore, ¢ la vita di Tacito, le testimonianze fatte di lni dagli Antichi Scrittori, I'Arbore
della Famiglia di Augusto, le Postille in margine del 1.4psio, la Cronologia dell’ Aveerto, ¢ la Distintione del Testo del Grutero,
Abrricchite di tre copiosissimi, e ordinatissimi Indici, 'nno delle voci, e delle materie Historiali, e Politiche del Testo, il secondo degli
Aforismi, e il terzo de' nomi antichi pii oscuri de' lnoghi. Venetia: Giovanni Battista Ciotti, 1618.

185 Busenello, letter about Szatira principessa di Persia, dramma per musica by Francesco Cavalli, first performed in
Venice at the Teatro SS. Giovanni e Paolo, on 18 January 1656. For the text of the letter, see: Livingston,
Arthur. La vita veneziana nelle opere di Gian Francesco Busenello. Venezia: V. Callegari, 1913, p. 373.

186 “Ottavia” in Le Tragedie di Seneca, tradotte da m. Lodovico Dolce. Venetia: Gio. Battista & Matchion Sessa f., 1560,

pPp- 252-284.
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fascinate scholars for the historical value they represent.' Venice hold an important place in
this part of the humanist movement notably with the erudite Sebastiano Erizzo (1525-1585),
thanks to his collection of nearly two thousand coins and medals and over a thousand books.
The publications of his Trattato dell' istrumento e via inventrice degli antichi (Venice, 1554) and his
Discorso [...] sopra le Medaglie |...]de gli Imperadori Romani (Venice, 1559-1571)"*) which knew
many re-editions and contains no less than eighteen pieces related to Nero (Figure 3),
contributed to give a leading place to Venice in the European network of Antiquarians. This
strong relationship with Roman history'”, added to the artistic license claimed by the Venetian
poet, must have had an impact on the design of the sets of Pgppea.

Figure 3: Title page of Discorso di M. Sebastiano Erizzo sopra le Medaglie de gli Antichi :
con la Dichiaratione delle Monete Consulari, & delle Medaglie de gli Imperadori Romani : nella qual si contiene una piena &
varia cognitione dell'istoria di quei tempi.
Vinegia: Giovanni Varisco, 1571.

187 See: Haskell, Francis. History and its Images, Art and the interpretation of the past. New Haven (CT) : Yale
University Press, 1995, pp. 13-79.

188 Erizzo, Sebastiano. Discorso di M. Sebastiano Erizzo sopra le Medaglie de gli Antichi : con la Dichiaratione delle Monete
Consulari, & delle Medaglie degli Inmperadori Romani : nella guale si contiene una piena & varia cognitione dell'istoria di guei
tempi. Vinegia [Venetia]: Giovanni Varisco, 1571.

189 Besides Tacitus and Seneca, Ellen Rosand points out that Busenello included facts coming from Suetonius
and Dio. See: Rosand, Ellen. Monteverds’s last operas...: 2007, pp. 176—177. For the earlier biographers of Nero,
see: Champlin, Edward. Nero. Cambridge (MA): Harvard University Press, 2003. On Venetian opera and
Roman history, see also Heller, Wendy. “Tacitus incognito: opera as history in L Zncoronazione di Poppea” in
Journal of the American Musicological Society, 52,1999, pp. 39-56.
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One aspect of this historical ambition must have expressed itself in this very set of the
«Reggia di Nerone » and the libretto, differing from the scenario, mentions the « Citta di Roma
con lontananza », City of Rome with a view in the distance. This new detail draws our attention
to the requirements for the staging of the last event of the story; as the gods also descend from
heaven to praise the beauty of Poppea, one should imagine an exterior architecture with a long
perspective, maybe an open courtyard with cloud borders. This «cortile» could be an open
palace with a recognizable view of Rome itself on the backdrop. The custom to paint well-
known monuments on the far backdrop to associate the action to a specific city was well spread
during this period. Burnacini himself had represented the city of Ferrara on his backdrop for
Le Pretensioni del Tebro, e del Po" in 1642, as Torelli did for Venice the same year, following the
example of Alfonso Parigi (1606—-1656) for Florence in 1637 (Figures 4 & 5). Burnacini may
have chosen to paint a backdrop showing the most famous monuments of Rome.

o0 —

Figure 4: 1642, engraving by Giovanni Giorgi of a set by Giacomo Torelli, showing a view of Venice,
for the prologue of I/ Bellerofonte, created in Venice.
Milano, Museo Teatrale all Scala.

While these depictions featuring in the prologues had the function of sending the
message of «hic et nuncy, presenting the city of Rome at the end of the opera, may have fulfilled
the opposite purpose of emphasizing the “there and then”. By showing together as many
Roman buildings as possible, even without any topographical accurateness, Burnacini would
have increased the recognition potential of the place depicted as Rome. The set designer would
have followed in this approach the genre of painting known as « capriccio ». While for Giorgio
Vasari (1511-1574), the term capriccio refers to the expressions of a puzzling fantasy, testifying
to the originality of a painter, Filippo Baldinucci (1625-1697) in his ocabolario Toscano dell’ Arte
del Disegno’, finally defined in 1681 the capriccio as a work born from the spontaneous

190 Baldinucci, Filippo. VVocabolario Toscano dell' Arte del Disegno, nel quale si explicano i propri termini e voci, non solo della
Pittura, Scultura, & Architettura; ma ancora di altre Arti a quelle subordinate, e che abbiano per fondamento il Disegno....
Florence: Santi Franchi, 1681, p. 28.
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imagination of the painter. The meaning of capriccio becomes metonymic by referring to the
work itself, not to the whimsical idea that produced it. The roots of this type of vedute can be
found during the Renaissance in the architectural settings of frescoes and ceiling decorations
known as « quadrature » These architectural elements gained prominence in seventeenth
century painting to become subjects of easel paintings'”'. Like in a capriccio, where elements
are borrowed and worked up from real monuments, buildings that could be seen in Rome,
both ancient and modern, could have figured on Burnacini’s backdrop. This process would
have echoed the way Busenello compose his libretto, by way of collage of various antique
sources, and Burnacini would have use the notion of space like the librettist used the one of
time, in their artistic evocation of Nero’s Rome.

Figure 5: 1637, Design after Alfonso Parigi’s set, showing a view of Florence,
for the prologue of e Nozze degli Dei, created in Florence, Palazzo Pitti.

Paris, Archives Nationales.

191 For a plurality of views on the Capriccio, see: The Architectural Capriccio: Memory, Fantasy and Invention, edited
by Lucien Steil. Farnham, Ashgate Publishing, 2014, and notably the article of Selena, Anders. “Patronage in the
Golden Age of the Capriccio”, pp. 41-59.
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1.4.1 Street of Comedy or of Tragedy?

The opera shows the rise of Poppea to the rank of empress, but the audience of 1643
would have immediately understood that her affair with Nero was primarily of a lascivious
nature when seeing the first scenes: the action of Nero leaving the dwelling of Poppea in the
early hours of the morning is witnessed by her previous lover, looks like an episode in the life
of a courtesan. For the first scene of Act I, the scenario and the Udine libretto indicates « the
Palace of Poppea » and the Florence manuscript mentions « il cortile di Poppea ». But are we
in the palace or, as Ottone’s words suggest by mentioning a window'”, in front of it? If it is
the exterior of Poppea’s building, we must imagine a front porch flanked by two ways, one of
which will serve for the entrance and exit of Ottone, while the other angle may support the
two sleeping soldiers. Poppea and Nero would have sung their goodbyes in the frame of the
doorway. But how can one justify this precarious location for the intimacy of the following
scene between Poppea and Arnalta, « old woman her adviser »'*’? Here the convention cleatly
comes from the Roman and Greek theater, and the comedies of Terence, Plautus, and
Menander, where young ladies confide their love secrets in the bosom of their beloved
nurses'™, a tradition already revived by the Commedia dell’Arte, with the added variant of the
procuress character'”. This set would have been inspired by the street of houses of the scena
comica of Vitruvius as explained by Setlio and placed on each pair of grooves parallel to the
proscenium, with a backdrop showing the house of Poppea. All in all, the opera opens in the
atmosphere of a comedy and the street scene, a typical set for this genre from the Renaissance,
allowed the extension to opera, as exemplified by the work of Alfonso Chenda for L.’Ermiona
in 1636 and the set of Ludovico Burnacini for 1/ pomo d’oro in 1668, as presented on Figure 6
and Figure 7.

After this first scene full of comic conventions, we face a total change of atmosphere,
with the appearance of the forsaken Ottavia, the true tragic figure in the opera'”. Here, mote
than ever, we have to read the libretto to complete the scarce information the Scenario offers.
Indeed the « City of Rome», which appears here for the first time and returns so often
throughout the piece, could also be the generic street of classical buildings as defined by Serlio
with a backdrop of a view of temples or triumphal arches, a scene reminiscent of the scena
tragica of Vitruvius and Serlio. The fact that the empress tells Seneca she is on her way to the

192 «Apri un balcon» and «Amoreggio con lagrime un balcon» in Udine Poppea Libretto: La coronatione di Poppea,
Udine, Biblioteca Comunale, 55.

193 «Arnalta vecchia sur consigliera » in Scenatio of Poppea.

194 For an overview of the reception history of a major literary genre from Greco-Roman Antiquity to the
present day, see: Ancient Comedy and Reception: Essays in Honor of Jeffrey Henderson, edited by S. Douglas Olson.
Berlin & Boston, Walter de Gruyter, 2014. See Section 11, which deals with the European reception of Greek
and Roman comedy in the Medieval, Renaissance, and Early Modern periods, and with the European stage
tradition of comic theatre more generally.

195 See: Pirrotta, Nino. “ ‘Commedia dell’Arte’ and Opera” in The Musical Quarterly, Vol. 41, N°3, (Jul., 1955).
Oxford: Oxford University Press, 1955, pp. 305-324. See also: Wilbourne, Emily. Seventeenth-Century Opera and
the Sound of the Commedia dell’ Arte. Chicago & London : The University of Chicago Press, 2016.

196 Heller, Wendy. “Phaedra’s Handmaiden: Tragedy as Comedy and Spectacle in Seventeenth-Century Opera”
in Ancient Drama in Music for the Modern Stage. Edited by Peter Brown and Suzana Ograjensek. Oxford : Oxford
University Press, 2010, pp. 67—-84.
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temple'”” may suggest a street between the Imperial Palace and a Temple. Later, the appearance

of Pallas Athena in this space seems to corroborate this fact, as the goddess could fly from the
cloud borders above the street.

Figure 6: 16306, anonymous engraving of the theatre set by Alfonso Chenda (ca 1600 -1640)
with apparition of Pallade for L’Ermiona,
music by Giovanni Felice Sances and text by G. Tonti Padova and Pio Enea degli Obizzi,
in Padua in 1636.
Los Angeles, Getty Museum.

The difficulty to elect the « City of Rome » to the rank of scena maestra seems to come
here from the fact that many scenes of intimate or even secret nature would have to take place
in this location. It is hard to imagine that Ottavia would plot the murder of Poppea in the
middle of a public square. Perhaps the “Citta di Roma” may also refer to various locations in
Rome, and it could subsequently mean a more isolated courtyard in the empress’s apartment,
or a street with the front of the Palace. Once accepting this possibility, one must be very careful
when linking action and suitable settings for them, as the understanding of convention in
Venice in 1643 was necessarily very different from ours today. Their convention was closer to
their understanding of Roman drama, where all sorts of events could take place in the same
location: the set was also the expression of this convention allowing the story to be told boldly
without any minor interference. Stylization was often as much an artistic answer as an
intellectual solution. In any case, it is likely that this simple mention of the « city of Rome »
was given more as a reference for the space and would have allowed Burnacini to design
various architectures in a Roman style, or even to use some classical stock left by Chenda, for
different sets. That non-definition of a certain space by the librettists would allow designers
not only to keep the open relationship with a certain style, here Roman, but to have a significant
input in the poetic definition of the drama, represented by the novelty of their composition
for the architecture set. It could also serve an economic interest, as every theater, public or
private, would have a suitable set of architectural shutters already in stock for this type of
description. The indication of the City or Roma was no doubt the most generic the scenario

197 « E va a porger preghiere al Tempio » in Scenario of Pgppea.
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could use, without constraining the designer, and the impresario, to any overconfident
promises.
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Figure 7: Period hand coloring engraving of Balthasar Sigmund Setlezky (1695-1771) reusing Lodovico
Burnacini’s set for Act 111 of I/ pomo d’oro for the performance in Vienna in 1668.
Collection of Gilbert Blin.

Because the wings were planted parallel to the edge of the stage, the designer could
interrupt this plan with a backdrop, which itself could be removed to create more depth. It is
likely that Burnacini had created generic Roman scenes playing with the depth of the stage and
therefore was able to create space that could respond to some specific requirements of the
libretto. While the wings’ shutters were likely to display houses’ facades, in the basic style which
can be seen on all set designs of the seventeenth century (the similitude in the wings of the
sets by Chenda, Torelli and Burnacini is evocative of this trend), different backcloths could
have locate the various actions in specific parts of the city of Roma, a city not short of
recognizable architectural icons. This distinction between « scena corta» and «scena lungan—
scenes with a short real perspective and scenes with a /ong one—has been explored from the
carliest times, as it allowed this type of variations'”. This use of long scene and short scene in
Poppea is confirmed by the mention in Udine libretto, of Act I1I scene 7: « The prospect closes
and Roma comes back »'”’. The use of a long scene for the departure by boat of Ottavia for
exile would have showed the river in the back ground where the empress « that goes by boat

198 See: Glixon, Beth Lise and Glixon, Jonathan Emmanuel. Inventing the Business of Opera: The Impresario and His
World in Seventeenth-Century 1 enice. Oxford: Oxford University Press, 2000, p. 241, n. 33.

199 « Si serra il prospetto e torna Roma » in Udine Poppea Libretto: La coronatione di Poppea, Udine, Biblioteca
Comunale, 55.
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to exile »”. The « Strada in Roma ove s’imbarca nel Tevere » by Lodovico Burnacini (1636—
1707) tor 1/ Fuoco Eterno Custodito Dalle Vestali in Vienna in 1674 shows a very suitable
composition (Figure 8): a street of Roma where one embarks on the river Tiber. We see the
generic city set opening on a « lontano » occupied by the river and finished by a backdrop
showing Roma, a lontano which can easily be closed by a prospect, to hide the river. It is
interesting to note that in the Poppea’s scenario this scene of the departure for exile of Ottavia
is also happening in the set “Citta di Roma” and it worth mentioning that set of the same
nature already appeared in Le nozze d’Enea e Lavinia by Michelangelo Torcigliani in 1641.

Figure 8: 1674, engraving by Matthdus Kusel, (1629-1681) of the Strada in Roma ove s'imbarca nel Tevere
by Lodovico Burnacini (1636-1707)
for I/ Funoco Eterno Custodito Dalle 1/ estali by Niccolo Minato and Antonio Draghi, Vienne, 1674.
Los Angeles, Getty Research Institute.

200 « che se ne va in barca all’essiglio » in Udine Poppea Libretto: La coronatione di Poppea, Udine, Biblioteca
Comunale, 55.
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1.4.2 From « Boschereccia » to « Deliziosa »

Indeed, the mention of Seneca’s villa could also mislead us, as the picture of Roman
country houses is as vivid in our imagination as it was for Venetians, being surrounded by the
revival villas of Palladio. But here again, essential information is provided by what the
characters say. Seneca is not 7z his villa, but outside of it: the Stoic philosopher is celebrating
the rustic charm of trees and greenery around him when Mercury comes to him and flies away.
It is therefore a set showing a natural landscape with Seneca’s villa in the perspective: a clear
moral antipode to the urban house of Poppea. The group of wings representing trees around
Seneca’s villa probably already existed in the stock of the theater, maybe coming from
Burnacini’s set for the « Boschereccia » of Ulisse, or, if they required a new investment, the
resulting set could be used again in future productions of the theater Santissimi Giovanni e
Paolo™. It is also relevant to note that because the trees do not imply a specific setting to keep
the rules of perspective, they can be used in different sets, combined with various architectural
elements—in this particular case, certainly a backdrop showing a villa. A disposition that
Torelli used for Deidamia in 1644, as shown of Figure 9.

Figure 9: 1644, engraving by Marco Bioschin of a Giacomo Torelli set,
showing a « Cortile Delitioso» for Act 11 of Deidania, for Venice.

Fano, Romolo Eusebi.

201 Trees shutters designs do not vary from the Renaissance to the late eighteenth century. In the case of Torelli,
recognizable cypresses in some of his sets for Deidamia in 1644, (as shown in Figure 7 and 8) were already
present in Bellerofonte (Venice 1642): shutters could be reused, not only in their actual painting at least in terms
of designs as these cypresses reappear in La Finta Pazza (Paris, 1645). See: Giacomo Torelli, 1. 'invenzione scenica
nell’Eurgpa barocca, a cura di Francesco Milesi. Fano: 2000.
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Figure 10: 1644, anonymous painting a Giacomo Torelli’s set, showing a « Cortile Delitioso »
for Act 11 of Deidamia, for Venice.
Fano, Museo Civico.

Interestingly enough, an anonymous painting representing the same set of Torelli
shows different characters and, looking at a resting figure of a woman on stage discovered by
another character””, one can think of a similar placement for Poppea when she falls asleep in
her garden lulled by Arnalta (Figure 10). But, even if also connected to Nature, the garden of
Poppea would have been a space of a different kind than the one of the severe philosopher,
as itis a “pleasure garden.” The Italians invented a delicious term to name what would become
the most commonly used for sets of the seventeenth and eighteenth centuries operas: a «
Deliziosa ». Ludovico Burnacini gave a wonderful example in his « Giardino del Palazzo del
Dittatore » for I/ Fuoco Eterno Custodito Dalle 1estali in Vienna in 1674*”. The statues of satyrs,
evocative of lascivious pursuits, serving as columns of his roman garden, would fit well the
sensual atmosphere of the scenes taking place in the garden of Poppea (Figure 11). A period
hand coloring of a later reproduction of this set, shows how this set was still popular in the
eighteenth century (Figure 12). This enclosed garden, ornate with architecture and a proper
place for a lady to take a nap in peace, had been created in ancient Rome; it experienced a
wonderful revival during the Renaissance® but was, due to the foundation of the water city, a
rare sight in Venice, and more than anywhere else, evocative of wealth. Here again the sets

202 The character of Deidamia is asleep and Eufrina discovers her: a situation similar to the scene of Poppea and
Ottone. See: Bjurstrém, Per. Giacomo Torelli, and Baroque Stage Design. Uppsala: Almqvist & Wiksell, 1962, pp. 89—
94.

203 Minato, Niccolo. I/ fuoco eterno custodito dale vestali. Drama Musicale Per la Felicissima Nascita della Sereniss:
Avrciduchessa Anna Maria, figlia dell' Imperatore 1 eopoldo, e della Imperatrice Clandia Felice. Vienna: Giovanni
Christoforo Cosmerovio, 1674.

204 See: Thacker, Christopher. The History of Gardens. L.ondon : Croom Helm Ltd Publishers, 1979, pp. 95-111.

See also: Laird, Mark. The Formal Garden, Traditions of Art and Nature, Photographs by Hugh Palmer. London :
Thames and Hudson, 1992, pp. 11-40.
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would have given information about the social identity of the character but play with the

imagination and experience of the audience™”.

Figure 11: 1674, engraving by Matthdus Kusel, (1629-1681) of the Giardino del Palazzo del Dittatore
by Ludovico Burnacini (1636-1707)
for I/ Fuoco Eterno Custodito Dalle 1estali by Niccolo Minato & Antonio Draghi in Vienna.
Yale, Beinecke Rare Book and Manuscript Library, Yale University.

Figure 12: ca. 1740, period hand colored engraving after Matthdus Kiisel, (1629-1681)
of the Giardino del Palazzo del Dittatore by Lodovico Burnacini (1636-1707)
for I/ Fuoco Eterno Custodito Dalle 1estali by Niccolo Minato & Antonio Draghi.
Collection of Gilbert Blin.

205 Fortini Brown, Patricia. Private lives in Renaissance V'enice, Art, Architecture, and the family. New Haven (CT): Yale
University Press, 2005, pp. 48—50.
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1.4.3 Gods in Machines

While the scenario does not offer any indication for the location of the prologue, the
libretto manuscript gives two pieces of information: a description of the set, «Aerial scene with
a low horizon»™, and the positions of the three gods «in the air on clouds». These two
clarifications, after the names of Fortune, Virtue, and Love, enable us to imagine a cloud scene
with the gods in three cloud chariots, or even only two, as Love having his own wings may
have been a free flying effect, with the performer directly attached to the machinery®”. While
Love claims the center, as the play will demonstrate, the debate/dispute between Fortune and
Virtue establishes clearly a symmetrical opposition. The presence of these two allegorical
figures in the prologue would have echoed the permanent statues on both sides of the
proscenium of the Teatro SS Giovanni e Paolo. The tradition to ornate the frons scenae with
allegorical figures having a meaningful relation with the performance was coming from the
setting of princely performances.

Figure 13: 1637, Frontlsplece of Le Nozge degli Dez Deagn engraved by Stefano della Bella, showing a view of
the frons scenae created by Alfonso Parigi in 1637 in Florence, Palazzo Pitti.

206 « Scena areara con orizonti bassi» «Fortuna, Virta e Amor in Aria sopra nuvole» in Udine Poppea Libretto: La
coronatione di Poppea. Udine, Biblioteca Comunale, 55.

2071 differ here totally from the analysis of Nino Pirrotta, who did not know about the existence of the Udine

libretto. see: Pirrotta, Nino. "Teatro, scene e musica nelle opere di Monteverdi." In Clandio Monteverds e il sno
tempo, ed. Rafaello Monterosso. Verona: Stamperia Valdonega, 1969, pp. 45-67.
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Numerous examples exist of such a disposition, but the engraving opening the book™®
showing Ie Nozze degli Dei, the «Favola» given in Florence in 1637 to celebrate the wedding of
duke Ferdinando II of Toscana with Vittoria Principessa d’Urbino is remarkable because it
does not only show the frons scenae and the curtain of the theater built in the Palazzo Pitti but
integrate it in the manner of a frontispiece on the first page of the commemorative book. Two
statues figure on both sides of the stage, while the coats of arms of the Duke and the Princess
occupied the top center (Figure 13).

This disposition and ornamentation for a frons scenae finds its roots in the engraved
frontispieces of Renaissance books, whose conception as a portal towards knowledge was
already in bloom before the theatre and musical drama were evolving. Besides their connection
with architecture and theatre performance, the editions of the work of Palladio offers many
good instances of the long-lasting usage of such allegorical system on title pages. On the edition
published in Venice in 1570 (Figure 14), figures of Geometry and Planimetry are on both sides
of a portico in Roman style, while Philosophy (often confused with Architecture in modern
comments) is seated in the center, flanked by two figures of Fame blowing trumpets.

Figure 14: 1570, Title page of I Quattro Libri dell’ Architettura di Andrea Palladio
in the edition by Dominico de’ Fransechi in Venice.

By couching his theories in the same philosophical musings that had so interested
Vitruvius, Palladio associated I guattro libri with the architecture of classical Rome. While in the
edition published in 1642 (Figure 15), the figure of Philosophy has been replaced by the coat

208 T e Nozze degli Dei Favola Dell Ab’ Gio. Carlo Coppola Rappresentata in Music in Firenze Nelle Reali Nozze de
Serenis™ Gran Duchi di Toscan Ferdinando 11. E Vittoria Principessa d'Urbino. Firenze: Amadore Massi e Lorenzo
Landi, 1637.
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of arms of the dedicatee, a member of the influential Vidman family, patron of the edition *”
This heraldic custom which established itself for the frons scenae of the theatre, as we have seen
with the example coming from Florence, but the use of allegory was also well spread in
Venice™’. We can only suppose that the Grimani coat of arm ornamented the top of the stage
frame®"', but we are sure that statues were present: in 1664, the performance of a three-act
opera in the Teatro SS Giovanni e Paolo, Rosilena was attended by an English traveler. Before
the curtain went up, observing first that the musicians were placed in front of the stage™” Sir
Philip Skippon (1640 or 1641-1691) noticed that « on each side of the stage was a fair statue.»*"

Dl ANDRFA IALL ADIO H

RCHITET TVRAJ R

Figure 15: 1642, Title Eage of L’Architettura di Andrea Palladio
in the edition by Marc Antonio Brogiollo in Venice.

209 On the Vidman, or Widman or Vidmani, family and their relationship with Barbara Strozzi, see: Beer, Anna.
Sounds and Sweet Airs: The Forgotten Women of Classical Music. L.ondon, Oneworld Publications, 2016, pp. 53-87.

210 Hochmann, Michel. « L’allégorie a Venise vers 1540: Le Sorti de Francesco Marcolini » in Nativel, Colette.
Le noyau et lécorce, Les arts de lallégorie X1/e-X 1 1le siéeles. Rome : Académie de France and Paris : Somogy éditions
dart, 2009, pp. 323-337.

21 The coat of arms of the Grimani is present on the engraving by Vincenzo Maria Coronelli showing the
interior of Teatro Grimani a San Giovanni Grisostomo in 1709 (Collection of Ton Koopman).

212 Incidentally this remark shows that this disposition was not all established at the time. We know for example
that in 1628 in Parma, the orchestra was divided in two groups, seated under portico arches on both side of the
proscenium. See: Fabbri, Paolo. Monteverds, Translated by Tim Carter. Cambridge: Cambridge University Press,
2000, pp. 212-216.

213 “An account of a Journey Made Thro’ Part of the Low-Countries, Germany, Italy and France by Philip
Skippon, Esquire” in A Collection of 1 0yages and Travels, tome 171. London: Churchill, 1732, pp. 359-730.
Skippon's account of the Venetian opera is on pp. 506-508. See copy online:

https://archive.org/stream/cihm 33302#page/n557/mode/2up (Accessed 12 January 2018).
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The presence of gods in L incoronazione di Poppea is perhaps the most stylistically dated
element of the libretto of 1643. It offers a realm of rhetoric that sheds light on the moral values
called into question by the story’'*. Fortune, Virtue, Cupid, Pallas Athena, and Mercury
punctuate the action with their comments; Cupid even intervenes to change the course of
events. The appearance of Pallas takes place in the City of Rome. Mercury flies away from the
«Villa of Seneca», Love comes down from the sky in the « Garden of Poppea », and for his
final triumph in « the Palace of Nero », he is accompanied by «Little cupids, Venus and a
chorus of Graces»’". It seems clear that the libretto and what we know of the convention of
the time are strictly connected and offer an objective fact: all of the sets of Poppea were spaces
open to the sky: sets with cloud borders allowing the flying of gods to take place, both logically
in terms of the drama, and physically given the existing stage machinery. In 1664, this kind of
staging was still in full existence as «In the prologue some of the actors hung in the air, and
then flew cross the stage, and one flew downwards [...] and then he flew up again » Skippon’s*"°
accounts give us also the mechanism for a free flying. And it is appropriate to Pgppea that this
figure shows a winged god. Mercury like Cupid had his own wings to fly by himself and did
not require a cloud chariot. Free flying was a dangerous but spectacular effect and its
transversal motion over the stage was a subject of a technical diagram by Skippon, showing
«The Engine us’d to fly down with. » and how it was done at the Teatro SS Giovanni e Paolo:
the mechanism seen from under, while the figure is presented from profile (Figurel6).'” No
doubt that Mercurio who first appears in the garden of Seneca on the floor of the stage would
have departed flying thanks to this machine equipped in the upper section of the stage.

——

Figure 16: 1664, Diagram of «The Engine us’d to fly down with. »
mechanism for a flying Mercury in Teatro SS Giovanni e Paolo, in “An account of a Journey Made Thro’ Part
of the Low-Countries, Germany, Italy and France” by Philip Skippon, Esquire.”
Edmonton, University of Alberta Libraries.

214 For a discussion about meanings in Venetian opera, and notably in L ncoronazione di Poppea, see: Calcagno,
Mauro. “Signifying Nothing: On the Aesthetics of Pure Voice in Early Venetian Opera” in The Journal of
Musicology, Vol. 20, n°4. Berkeley (CA): University of California Press, 2003, pp. 461-497.

215 « Choro d’Amori, Venere e choro delle gratie » in Udine Poppea Libretto: La coronatione di Poppea, Udine,
Biblioteca Comunale, 55.

216 Skippon describes productions seen at the Teatro SS. Giovanni e Paolo and the Teatro San Salvatore. See:
“An account of a Journey ...by Philip Skippon, Esquire” in A Collection of 1"oyages and Travels, tome 171. London:
Churchill, 1732. He includes three diagrams: The floor plan of the stage of the Teatro SS Giovanni e Paolo with
the mechanized flat wing scene change using central shaft and counterweight (p. 507), and the flying machine
utilizing a tracked sled and graduated shaft (p. 508, diagram reproduced here figure 106).

217 See: Day, Christine J. "The Theatre of SS Giovanni e Paolo and Monteverdi's I.'Incoronazione di Poppea" in
Current Musicology 25 (1978), pp. 22-38. See also: Larson, Orville. K. “Giacomo Torelli, Sir Philip Skippon, and
Stage Machinery for the Venetian Opera” in Theatre Journal, 170l. 32, No. 4, Dec.1980. Johns Hopkins University
Press, 1980, pp. 448—457.
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1.4.4 « senza machine »

It is more than likely that a mechanism of this type for the flying of the gods in the
performance of Poppea in the SS Giovanni e Paolo, but are these flying effects necessary to a
HIP performance of L incoronazione di Poppea ? 1f cutting most of the scenes presenting the
gods would reduce the opera to a mere irregular comedy of manners, and reduce the scope of
their motivations, it is certainly possible to imagine a full performance of the opera without
any of the machines the SS Giovanni and Paolo possessed, even on historical grounds. We
know for sure that, after the performance in Venice, L Zncoronazione di Poppea was performed in
Naples. Taking place in a theater in 1651, it is likely that these performances, under the title I/
Nerone overo 1. incoronatione di Poppea, would have been in the same style as the ones in Venice,
with an expanded use of machines as the roles of the gods were lengthened, maybe requiring
more flying devices. But recently, a new source has been discovered and, even if still in need
of corroboration, it offers some fresh perspective of the absolute necessity of changing sets
and flying machines when performing Monteverdi’s masterpiece.

In Paris in January 1647, in the middle of difficult rehearsals of a new piece, L.’'Orfeo by
Francesco Buti, the music by Luigi Rossi being unfinished, the Italian company®*"® called by
Cardinal Mazarin (1602-1661) was led to seck a possible replacement, and thought to turn to
L incoronazione di Poppea as an alternative piece in order to offer a performance: « it is believed
that we’ll certainly do the Nerone but in a small theater without machines, only with beautiful
costumes, and then we’ll do the big opera [/’Orfeo], the one with the text of Mr. Buti. »*'” That
« the Nerone » mentioned by Stefano Costa could be another title for L Zncoronazione di Poppea
is more than likely as this singer, a castrato™, had sung the leading part of Nero in the Venetian
premiere four years before. Besides, some contemporary scores and librettos of Monteverdi’s
Lincoronagione di Poppea bear this very title* and make his choice of designation of « Nerone »
more likely*”. We know for sure that I.°Orfeo of Rossi was finally performed on March 2, 1647,
but it has not yet been confirmed whether this Parisian performance of I/ Nerone ever took

218 See: Nestola, Barbara. « Les italiens a la cour de France : histoire en forme d'opéra» in Les italiens a la cour de
France : de Marie de Médicis an régent Philippe d'Orléans. Versailles : Centre de Musique Baroque de Versailles &
Etablissement public du musée et du domaine national de Versailles, 2004, pp. 11-45.

219 « si crede che faremo il Nerone sicuro in anzi pero nel piciolo teatro senza machine, solo con le abbiti belli,
et doppo faremo I'opera grossa quale le parole sono del sig.r Buti. » see: Monaldini, Sergio. L orto dell’Espiridi:
Musict, attori et artisti nel patrocinio della famiglia Bentivoglio (1646-1685). Lucca: Libreria italiane musicale, 2000, p. 13.
Letter of 3 January 1647 from Stefano Costa in Paris to Cornelio Bentivoglio in Ferrara. Quoted by Rosand,
Ellen. Monteverdi’s last operas. .. 2007, p. 126.

220 Stefano Costa, birth and death unknown, studied with Catissimi from 1632 in Rome until an indefinite date.
In 1641, Costa is in Ferrara for Armida by Marazzoli. Costa is engaged for the 1642-43 season to SS Giovanni e
Paolo; he performs in La Finta Savia by Laurenzi and then most probably L'Incoronazione di Poppea. 1n Patis,
Costa comes to perform in Luigi Rossi's I.'Orfeo (We do not know what role Stefano played in it). The castrato
appears in Erismena de Cavalli in 1655 and 1656. The following season, Costa is engaged in the San Cassiano of
Venice, and may be singing in Ziani's I/ Teseo. he is found in the San Luca in 1660-61, for the revival of an opera
of Cavalli and the Pasifae of Castrovillari. Costa is still singing in Venice in 1666 in Se/euco by Sartorio.

221 Chiarelli, Alessandra. “L Zncoronazione di Poppea o il Nerone: problemi di filologia testuale” in Rivista italiana di
musicologia, ix, 1974, pp. 117-151.

222 I/ Nerone is also the title under which L Zncoronazione di Poppea was presented in Naples in 1651. See: I/ Nerone
overo Lincoronatione di Poppea, Drama musicale dedicato all' Ilustriss. & Eccellentiss. Sig. D. Inigo De Guevara, et Tassis.
Napoli: Molli, 1651.
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place and the letter of Stefano Costa may have been the wishful expression of a singer who,
cast in a role of third category in [.’Orfed™, was hoping to shine in a title role? However, this
letter does introduce the essential fact that for artists and audiences of the seventeenth century,
it was possible to present the work without some of the theatrical components that made
Venetian opera so famous.

The specific mention of « le abbiti belli »**, beautiful costumes, still indicates the idea
of a dramatic performance not a simple court concert™, but the mention of « nel piciolo teatro
senza machine », in a small theater without machines, suggests the possibility that the
performance of L 7ncoronazione di Poppea would have taken place without any change of sets or
flying effects. Besides the fact that most of the sets of L 7ncoronazione di Poppea are generic
baroque sets, the Paris performance offers a new perspective in our understanding of the
theatricality of Venetian opera in general and in L ncoronazione di Poppea in particular. Although
often deeply related to the actions depicted in the libretto, the sets of Pgppea were an artistic
component that could be developed, in excess or in reduction, as required. Flying machines
were not necessarily seen as compulsory to perform Pgppea. The scenario of Venice, the
libretto of Udine and the possibility of Paris performance, offer evidence of various definitions
of spaces and sets. These variations are an indication that the function of sets was of poetic
inspiration, a collaboration between the librettist and the designer, similar to the collaboration
between the librettist and the composer, and like it, as much subjected to the vision of the
creators, as they were to the circumstances of the patronage, public in Venice, princely in Paris.

223 Two other castratos, Atto Melani and Marc Antonio Pasqualini, were cast in the title role of Orfeo and the
de facto leading one of Aristeo; Stefano Costa, as castrato soprano, may have sung the little role of Nutrice or
the one of Bacco. For an overview of the genesis of I.°Orjfeo, see: Klaper, Michael. “New light on the history of
L Orfeo (Buti-Rossi)” in D'une scene a l'autre, l'opera italien en Europe. vol.1 : Les pérégrinations d’un genre sous la
direction de Damien Colas & Alessandro Di Profio. Wavre : Editions Mardaga, 2009, pp. 27-36.

224 In Venice, Skippon also remarked that «The actors cloaths appeat’d very rich and plendid, tho’ they wore
false jewels and bad silver. » in ““An account of a Journey ...by Philip Skippon, Esquire” in .4 Collection of
Voyages and Travels, Tome /1. London: Churchill, 1732, p. 507.

225 Like for Orfeo in Mantua in 1607, the presence of costumes may also have been dictated to allow an easier
identification of the characters, which may have been also useful in case of the same singer performing more
than one role and use of castrati for travesty roles. For casting questions, see: Tessing Schneider, Magnus. «
Seeing the Empress Again: On Doubling in L 7ncoronazione di Poppea » in Cambridge Opera Journal, Volume 24,
Issue 03, November 2012. Cambridge: Cambridge University Press, 2012, pp. 249-291.
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2 Allegorical program by Quinault for the Poetics of
the French opera

« It is true that Lully had the good fortune to find a Poet whose verses were worthy of his music,

and those verses being such as he desired in order to reveal with them all of the beauties and delicacies that his
art could bring to light, but this good fortune was due to the composer himself,

to the effect that nothing remained to be desired in his works. »

Chatles Perrault. Des hommes illustres qui ont paru en France pendant ce siécle. ..
Paris: A. Dezallier, 1696,

« It was not enough to say that Quinault was an excellent Poet in the Lyrique du Theater, and that no one,
neither Ancients nor Moderns, had equaled him in this kind of poetry. One went as far to say, and to say it all in
one voice, that perhaps there would never be another one who equals him. »

Chatles Perrault. Des hommes illustres qui ont paru en France pendant ce siécle. ..
Paris: A. Dezallier, 16962,

With the impressive list of distinguished collaborators that joined forces to write it, but
also in the variety of its different versions, Psyché has a special place in the works of Jean-
Baptiste Lully (1632—1687) and therefore is of special relevance when trying to understand the
specificity of French opera. Aside from the various productions by Moliere (1622—1673) of his
play, the work knew two distinct versions with music by Lully separated by several years: in
1671, Psiché, Tragi-comédie, et Ballet, a theatre play with incidental music and, in 1678, the opera
Psyché, also presented as a Tragédie, like other operas by Lully, in its contemporary editions’.
This temporal distance is even more consequential as this period saw the birth of the Lullist
opera. Psyché is indeed one of Jean-Baptiste Lully’s most intriguing works: in the various other
pieces which lead to it, but also in the plurality of interpretations its libretto allows.

L« 1l est vray qu’il [Lully] a eu le bonheut de trouver un Poéte don’t les Vers ont esté dignes de sa Musique, &
tels qu’il pouvait les desirer pour bien mettre en leur jour toutes les beautez & toutes les delicatesses de son Art,
mais ce bonheur luy estoit deu [du] afin qu’il ne restait rien a desirer a ses Ouvrages. » in Des hommes illustres qui
ont parn en France pendant ce siécle, avec lenrs portraits au naturel. Tome 1/, par M. [Chatles| Perrants,... Patis: A.
Dezallier, 1696, p. 86.

2« On ne s’est pas contenté de dire qu’il [Quinault] estoit un Poéte excellent dans le Lyrique du Theatre, & que
personne, ni des Anciens, ni des Modernes ne I’avoit égalé dans cette espéce de Poésie, on a esté jusqu’a dire, &
a le dire tout d’une voix, qu’il en viendroit peut-estre jamais un autre qui I’égalast. » in Des hommes illustres qui ont
parn en France pendant ce siécle, avec leurs portraits an naturel. Tome 1/, par M. [Charles] Perrautt, ... Patis: A. Dezalliet,
1696, p. 82.

3 The distinction between the two versions is easier if one keeps in mind the slightly different spelling, with the
letter « 1 » used for the Psiché of 1671, and with a « y » for the Psyché of 1678. See: Psiché, tragi-comédie et ballet, dansé
devant S. M. an mois de janvier 1671. Paris: R. Ballard, 1671. And: Psyché, tragédie représentée par I'’Académie Royale de
Mousigue. Paris: René Baudry, 1678. Subsequent editions are not always consistent in this regard, but in this
article, I refer to the spellings given in the first printed edition of each libretto. (It is interesting to remember
that the name of the composer himself will see a similar modification, from Lulli to Lully.)
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Of all the musical « Intermedes » from the original 1671 play, the last one shows this
celebration and has a specific status. This final long scene, where dance is mixed with singing,
is clearly considered a special entity as evidenced by the original title of the piece: Psiché, Tragi-
comédie, et Ballet. This concluding Ballet after the end of Psyché’s story is not written by Moliere
— like all sung parts which punctuate the Tragi-comédie, the verses are from the hand of Quinault.
In style and composition, it is of a completely different dramatic nature compared to the rest
of the piece. This surprising ending presents a complex program of « entrées » in the « V.
Intermede », and by its length and complexity seems to call for a special elucidation, both
symbolic and emblematic. To date, this Ballet of Psiché has generated little research and no real
critical interpretation®; therefore, I will try here to propose a new reading of Quinault’s
contribution.

This research started in 2006, while preparing my stage production of Psyché, the opera
version of 1678 wherein the final ballet of 1671 is integrated in its entirety, for the Boston
Eatly Music Festival’. My aims were threefold: to examine the detail of the texts of this Ba/et
while focusing on the poetics and the aesthetics of Ballet de Conr, to provide a first period
intellectual spatial order transferable for the blocking and applicable for the staging, and to
give some new perspective on the role Quinault played in creating French opera. The present
chapter develops this approach and gives some new references to support the importance of
Psiché’s ending in the history of French opera.

2.1 The Ballet of Psiché in 1671

The circumstances around the creation of the very first piece in 1671, presented under
the title Psiché, are revealing as to the importance of the staging in its poetic conception but
also regarding the effect of the royal artistic propaganda, a program which increased its sphere
of influence at the time®. The poet Francois Lagrange-Chancel (1677-1758) gives a rare
testimony of the genesis of Psuché, albeit long after the first performance. He tells us that Louis
XIV (1638-1715) was « resolved to give all his court one of these great festivals »". The king
was the declared patron, but the command was based on two performing circumstances. The
tirst was driven by economic and stage constraints: keen to reopen the « Salle des Machines »,
the theatre of the Palais des Tuileries, and also to reuse the scenery from Ercole amante, which
had been presented there almost ten years eatlier, the king asked several poets to propose a
performance subject that « an excellent decoration representing the Underworld could be put

* See: Norman, Buford. Quinaunit, librettiste de Lully, 1.e poéte des Grices, Translation by Thomas Vernet and Jean
Duron. Versailles: Centre de Musique Baroque de Versailles, and Li¢ge: Mardaga, 2001. See also: Couvreur,
Manuel. Jean-Baptiste Lully, Musique et dramaturgie an service du Prince. [Bruxelles]: Marc Vokar, 1992, p. 257.

5 A summary of the research was presented in the 2007 BEMF Program Book. See: Blin, Gilbert. “The
allegorical ending of Psych¢” in Boston Early Music Festival Program Book, 11—17 June 2007, Feast of the Gods.
Cambridge, (MA): Boston Early Music Festival, [2007], pp. 140 & 141. This text, with some minor edits, was
included in the CD booklet of the recording by the Boston Early Music Festival Orchestra & Chorus
conducted by Paul O’Dette and Stephen Stubbs, CPO 777 367-2.

6 See: Apostolides, Jean-Marie. Le roi-machine, Spectacle et politique an temps de Louis XI1/. Paris: Editions de Minuit,
1981.

7« ayant résolu de donner a toute sa cour une de ces grandes fétes » in: Lagrange-Chancel, Francois. “Préface”
to Orphée, Tragédie en Machines in (Euvres de Monsieur Lagrange-Chancel, nonvelle édition, revue et corrigé par lui-méme,
Tome IV, Paris: Libraires associés, 1758, p. 63.
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into, which was carefully preserved in his furniture repository »°. Beyond the obligation to use
an existing set there was the royal artistic propaganda, then developing its influence, to
consider: the sun king had ceased dancing in 1670°, and the court ballet, obligatory
entertainment for the Carnival, lacks in polarity. Louis XIV wanted to renew and to extend the
political influence of his Menus-Plaisirs"’. There were many suitable subjects in Greco-Roman
mythology that would require the underworld scenery, and the poets most able to serve the
royal request answered the call of the king with the best-known ones: « Racine proposed the
descent of Orpheus, Quinault the abduction of Proserpine [...] and Moliere, with the help of
the great Corneille, was for the subject of Psyche »'".

Indeed, it may be a vain wish to want to see in the proposal by Jean Racine (1639-1699)
the desire to feature a character known as a poet and a musician; more likely it would have
been influenced by the innovation of « machines » spectacles in France. The subject of
Orpheus had previously been treated on the French stage by Luigi Rossi (1597-1653) and
Francesco Buti (1604—1682) with their Orfes, offered to the Parisians by Cardinal Mazarin
(1602-1661) in 1647. The myth also inspired Francois de Chapoton (152?—167?), and his .«
Descente d’Orphée anx Enfers had achieved great success in 1639. This Piece a machines was
subsequently revived in 1648 and 1662 to benefit from the popularity of the mechanical
performances of the machines for Orfeo and Ercole amante®.

Constructed in 1659—1661, the theatre of the Tuileries Palace was built specifically to
present the opera Ercole amante. The « Théatre des Tuileries », also known as the Salle des
Machines"”, because of its elaborate stage machinery, was designed by the Italian theatre
architects Gaspare Vigarani (1588—1663) and his two sons, Carlo (1637-1713) and Lodovico
(1624-16?). This theatre was not a new architectural conception but based on the one Vigarani
had built in Modena before, the Teatro della Spelta. In the eighteenth century, the French
Président de Brosses visiting Modena, reported: « After the opera, the duke'* took me by the

8 « Pour cet effet, il leur demanda un sujet ou put entrer une excellente décoration qui représentoit les enfers, &
qui étoit soigneusement conservée dans ses garde-meubles. » in: Lagrange-Chancel, Frangois. “Préface” to
Onphée, Tragédie en Machines in (Euvres de Monsienr Lagrange-Chancel |...]. Paris: Libraires associés, 1758, p. 63.

9 Although Louis XIV rehearsed his roles of Neptune and Apollon, he did not dance in February 1670 for the
performances of Les Anants magnifigues by Moliere with music by Lully: two courtiers replaced the king. See: La
Gorece, Jérome de. Jean-Baptiste Lully. Paris: Fayard, 2002, pp. 156—158.

10 The Menus-Plaisirs was the royal organization responsible for the "lesser pleasures of the King", which meant
in practice it was in charge of all the preparations for ceremonies, events and festivities at Court. Cowart,
Georgia. The Trinmph of Pleasure, Louis XIV" & the Politics of Spectacle. Chicago: The University of Chicago Press,
2008.

T « Racine proposa le sujet d’Orphée ; Quinaut [sic], 'enlévement de Proserpine [...] & Moliere, avec I'aide du
grand Corneille, tint pour le sujet de Psyché » in: Lagrange-Chancel, Francgois. “Préface” to Orphée, Tragédie en

Machines in (Euvres de Monsienr Lagrange-Chancel |...]. Paris: Libraires associés, 1758, p. 63.

12 Chapoton, Frangois de. La Descente d’Orphée anx Enfers 1639, Etablissement du texte, notes et postface par
Héléne Visentin. Rennes: Presses universitaires de Rennes, 2004.

13 Coeyman, Barbara (1998). "Opera and Ballet in Seventeenth-Century French Theatres: Case Studies of the
Salle des Machines and the Palais Royal Theater" in Radice, Mark A. Opera in Context: Essays on Historical Staging
from the Late Renaissance to the Time of Puccini. Portland (OR): Amadeus Press. 1998, pp. 37-71.

14 Duke Francesco IIT d’Este (1698 —1780).
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hand and said to me: “Come, let me show you the Tuileries Hall.” He had torches brought by
his pages and conducted me to a large auditorium entirely similar to this one. The same
architect built both; the one of Modena is the original. On the reputation it had, the king [Louis
X1IV] wished to have one in France. It is not used much in Modena, nor in Paris; it has been
recognized that the ordinary form of our theatres is even more convenient »"°. Both theatres
had two main particularities: their auditoriums were constructed as an amphitheatre and their
stages were extremely deep, allowing perspective sets to be of grand architectural proportions,
framed by tall columns and pilasters. The stage of the Tuileries was narrower than the one of
Modena, as it can be observed while comparing a little documented drawing of the Italian
theatre'® and an engraving showing the Salle des Machines'”. (Figure 1 and 2).

Indeed, finding a subject to fill up such a performing space was the first key of a possible
success. Lagrange-Chancel tells us that he « often heard from the famous Racine that the
subject of Orpheus was of all the adornments the most able to form a great spectacle »'*. To
create a « great spectacle » was the general guideline of the royal command. Philippe Quinault
(1635-1688), aware of the potential of the story of Proserpine for the spectacular, suggested
the character, and although his proposal was not selected, « he subsequently made [it] one of
his finest operas. »” As early as 1666, Quinault worked as a poet for the court ballets with his
contributions to Ie Ballet Royal des Muses. His production for spoken theatre, of which his
tragedy Pausanias performed in 1668 marks the peak, was crowned with success.

15 « Apres 'opéra, le duc me prit par la main et me dit : Venez, que je vous fasse voir la salle des Tuileries. 11 fit

apporter des flambeaux par ses pages, et me conduisit dans une grande salle de spectacle entierement semblable
a celle-ci : le méme architecte a construit 'une et 'autre ; celle de Modene est I'original. Sur la réputation qu’elle

avait, le roi voulut en avoir une pareille en France. On ne s’en sert pas trop a Modeéne, non plus qu’a Paris ; on a
reconnu que la forme ordinaire de nos théatres est encore plus commode. » in Lettre du Président de Brosses a

M. de Neuilly, « A Modéne, le mercredi des Cendres 1740. », in Le Président de Brosses, édition par Yves Florenne,
Paris : Mercure de France, 1964, p. 205.

16 Sale “The Collection of the late Marianne C. Gourary”, Bloomsbury Auction, Oct 28, 2015, London. This
drawing shows, in front of the proscenium, a group of seven men and among them, the Duke of Modena,
recognizable to his hat and his position right under the coats of arms of Este at the top of the theatre frame,
pointing at a paper presented by the architect Gaspare Vigarani. On the stage, some painters are still working
on the sets: A huge cloud machine is hovering above the stage. On the ground is a figure of dragon. This view
is also known thanks to an engraving by Bartolomeo Fenis, albeit in a reverse composition.

17'This reduction was imposed by the fact the architect had to fit his plan to continue the existing architecture
of the Tuileries palace. See: La Goree, Jérome de. Carlo Vigarani, intendant des plaisirs de Louis XI1. Paris : Perrin,
2005, pp. 19-20.

18 « J’ai souvent entendu dire au fameux Racine, que le sujet d’Orphée étoit le plus susceptible de tous les
ornemens qui peuvent former un grand spectacle. » in: Lagrange-Chancel, Francois. “Préface” to Orphée, Tragédie
en Machines in (Buvres de Monsieur agrange-Chancel |...]. Paris: Libraires associés, 1758, p. 64.

19 « dont il fit dans la suite un de ses plus beaux opéras » in: Lagrange-Chancel, Francois. “Préface” to Onphée,
Tragédie en Machines in (Euvres de Monsienr Lagrange-Chancel | . ..].Paris: Libraires associés, 1758, p. 63. Quinault’s
libretto for Proserpine will be finalized in 1680, during his « comeback » to the opera stage, not long after the
second Pyyché of 1678. See: Quinault, Philippe. Livrets d’Opéra, Présentés et annotés par Buford Norman, Tome Premier,
Toulouse: Société de Littératures Classiques, 1999.

20 This Ballet, created in the Chateau de Saint-Germain-en-Laye on 2 December 1666, has seven texts by
Quinault, See: Le Ballet Royal des Muses Dansé par Sa Majesté a son chastean de S. Germain en Laye, le 2. décembre; 1666
Paris: Robert Ballard, 1666.
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Figure 1: Adam Perelle (1640-1695), attributed to,Gaspare VVigarini presenting to Duke Francesco I the Teatro della
Spelta in Modena, 1659.
Actual location unknown
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Figure 2: Elévation de la face du Téatre de la Sale des machines du Chdtean des Tuileries a Paris
Engraving by Claude L. Lucas (16852 — 1765)
from Jean Mariette. L' Architecture frangoise. A Paris, chez Matiette, [1727-1738].
Collection of Gilbert Blin.
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The same year he had already collaborated with Moli¢re on the spectacle of e Carnaval,
mascarade”. The first attempt by Quinault and Lully to offer a fully composed homogenous
operatic work, La Grotte de Versailles, was successfully performed before Louis XIV in 1668
and revived in 1669 and 1670 « avec une dépense extraordinaire »*. Quinault’s reception at the
Académie frangaise in 1670 established him as an official poet considered well suited to fit the
regicentric rules of the royal institution™. Bellergphon, the first tragedy he offered as academician,
was officially presented to the Parisian audience in February 1671. But Quinault’s play had
already been given during some « visites », a type of pre-premiere at court, in January, at the
same time Psiché was performed™, suggesting rehearsals concurrent with Psiché’s.

A project like the Tuileries show required not only literary qualities but also those of a
theatre man, able to direct the stage of such a big theatre. Moliere, when he proposed the story
of Psyche, was acting not only as a poet but also as a company director capable of organizing
and uniting the many talents, including the one of the set designer Carlo Vigarani (1637-1713),
that such a grand spectacle requires”. And events were to prove that it was this last quality that
saved Moliere, who was unable to write the full text of the play but resourceful enough to
gather around him other gifted poets such as Pierre Corneille (1606—1684) and Quinault to
collaborate on the text; they ultimately provided a grand spectacle. Louis X1V, still delighted
with the recent successes of Les Amants magnifiques and Le Bourgeois gentilhomme, chose Moliere
and thus Psyche, perhaps bearing in mind that the subject allowed for the comic episodes that
were appropriate during Carnival®. The Roman tale of the beautiful mortal Psyche provided
Moliere the plot of the play: the persecutions she endures from the envious Venus, goddess of

2l 'The first version of 1668 was created at the Louvre (appartements du roi) on 18 January 1668 (Note: The
1675 version is different). See: Le carnaval, mascarade royale, dansée par Sa Majesté, le 18 janvier 1668, Paris: Robert
Ballard, 1668.

22 Paris, Bibliothéque nationale de France, Manuscrits, Mélanges Colbert 286, f. 11v-12r: « A M Nicolas Melique
tresorier aux menus plaisirs et aff*s de la chambre du Roy la somme de six mil six cent vingt cinq livres
quatorze sols pour avec iii.? [3.000] 1t qu’il a ci devant recus faire ix.” vi.C xxv ! xiiii 5. pour le parfait paiement de
la desp.c extraordinaire faite dans lesd” menus plaisirs tant po’. 'Eglogue et autres divertissemens representez
devant sa Maiesté au chau’ de Versailles les 23. aoust et 6. septemb’ 1670. ». See:

http://www.quinault.info/Home/la-vie/Sources (accessed 5 November 2017)

23 « Je scay, MESSIEURS, qu’il s’en faut beaucoup que le vulgaire appercoive ce que vous pénetrez, & que
souvent il y a bien loin de I'estime du peuple a votre approbation, aussi n’ay-je souhaité d’obtenir la grace que
vous m’accordez, que pour acquerit parmy vous la perfection qui me manque, & les lumieres dont j’ay besoin. »
In “Compliment fait en 1670. Par Monsieur Quinault, Auditeur des Comptes, lorsqu’il fut rect a la place de
Monsieur Salomon” in Recueil des harangues prononcées par Messienrs de I’ Académie francoise dans leurs réceptions, & en

d autres occasions différentes, depuis 'establissement de I'Académie jusqu’a present. A Paris: chez Jean Baptiste Coignard,
imprimeur ordinaire du Roy, & de ’Académie francoise, rué S. Jacques, a la Bible d’or. MDCLXXXXVIII
[1698], p. 102.

24 Bellerophon was performed on 22 and 23 January 1671 at the Chateau of Vincennes. « Leurs majestez
contintans les Divertissemens du Carnaval, au Chasteau de Vincennes, y eurent celui de la chasse: & apres une
splendide Collation, celuy d’une Tragedie intitulée Bellérophon, par la troupe Royale » in La Gazette, No. 14,
Paris: 1671, p. 107.

25 Moliere had already proven his capability in Versailles with Les Plaisirs de l'ile enchantée of 1664 and Le Grand
Divertissement Royal of 1668. See: Moine, Marie-Christine. Les fétes a la Cour du Roi Solei/ 1653—1715. Paris: F.
Sorlot & F. Lanotre, 1984.

26 The story of Psyche is first told by Apuleius (ca. 124 — ca. 170 AD) in his Metamorphoses, a comical novel
known today as The Golden Ass, following the designation by St. Augustine (Asinus aureus).
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Beauty, and the Love she inspires in Cupid (I’Amour) himself. Cupid disguises himself in
order not to be recognized, but curiosity overtakes Psyche and she discovers the identity of
her lover. She breaks Cupid’s charm, and Venus, to test Psyche, orders her to carry out a
symbolic task: to go to the underworld. Psyche, saved by Love, returns, and to appease the
jealous Venus, Jupiter makes Psyche immortal. Psyche and Cupid are reunited, and Jupiter
invites all the Gods to celebrate the glory of Love. Moliere”” arranged the plot in such a way
as to use in his staged production not only the sets of the underworld, but almost all the
decorations of Ercole amante: the sea port fortitied by several towers, the cypress garden full of
magnificent sepulchers, the desert of horrible rocks, the courtyard of a palace, the garden, the
portico of the Temple of Hymen. This re-use of existing resources from Ercole amante® did not
prevent the invoices of painters and decorators working on Psiché to reach substantial amounts.
The state of the production expenses™, gives a huge total without counting the fees of the
actors. If the construction costs of the theatre building are included, it is said that it was the
most expensive of the French court's « great spectacle » mounted up to that date.

2.2 The content and symbolism of the Ballet of Psiché

Psyché’s marriage with Cupid symbolized, for the audience of 1671, the eternal union of
the human soul with the divine love™. To celebrate this eternity which starts with the
apotheosis of Psyché, all of Olympus appears at this concluding Ballet. « The divinities who
had been divided between Venus and her son, reunite, seeing them in agreement; and all
together, through concerts, songs, and dances, celebrate the nuptial feast of L.ove and Psyche.
»"' Indeed, as the peace is restored, all the gods and goddesses who have appeared during the
tale return to the stage. From the list of the « Noms des personnes qui ont recité, dansé &
chanté dans Psiché, Tragi-comédie, & Ballet » which is found at the end of the editions of
Moliere’s play, it appears that most of the characters seen during the previous intermedes
would have returned to form, by their union with the gods appearing in the plot, the « Choeur
des Divinités célestes ». But to complete this Olympus, created by cloud machines, other
divinities appear for the first time in this entertainment. Four masculine deities, who have not
been seen before, rule over the revels: Apollo, the god of harmony; Bacchus, the god of wine;
Momus, the god of mockery; and Mars, the warrior god. It would be easy to assume that each
of these gods is simply what he is known to be in classical mythology, but the significance of

27 Moliere Psyché, Tragédie-Ballet en cing actes avec une notice et des notes par Georges Monval. Paris : Librairie des
Bibliophiles Flammarion, 1895.

28 [Francesco Buti] Ercole amante : tragedia representata per la nozze delle Maesta christianissime, Hercule amonren: : tragédie
représentée pour les nopees de lenrs Majestez, tres-chrestienne. Paris : R. Ballard, 1662.

29 This document, preserved in the manuscripts of the British Museum, was first published in 1891, by M.
Bougenot in Bulletin historigue et philologique du Comité des travanx historigues et scientifiques, 1891.

30 This was the moral interpretation of the myth given in the fith century by Martian Capella and the Christian
approach by Fulgence. For an history of the myth of Psyché, see: Collignon, Maxime. Essaz sur les Monuments
grecs et romains relatifs an mythe de Psyché. Paris: Exnest Thorin, 1877; Le Maitre, H. Essai sur le mythe de Psyché dans la
littérature francaise des origines a 1890. Paris: Boivin & Cie, éditeurs, [1940]; and Gély, Véronique. L Znvention d’'un
mythe : Psyché, Allégorie et fiction, du siécle de Platon au temps de La Fontaine. Paris: Honoré Champion, 2000.

3« Les divinités qui avaient été partagées entre Venus & son fils, se réunissent en les voyant d’accord ; et tous
ensemble par des concerts, des chants, & des danses, célebrent la féte des noces de ’Amour & de Psiché. »
Moliere, Psiché, V. Interméde.
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this ballet is hidden behind such a first reading. The choice of these gods leaves the viewer
perplexed: if music and wine are expected at a wedding, Apollo and Bacchus could serve as «
Maitres d’hotel »* under the order of Jupiter, and the presence of Momus could announce
some theatrical entertainments, but how to explain Mars? War is an unlikely guest, and an even
more unlikely « ordonnateur »” at such nuptials.

To determine their personal status, we must consider that if they appear on stage
together, it is these associations which need to be deciphered. The four of them, each with his
own retinue, are of equal importance, and even if the order in which they will sing will be of
special relevance, it is by their association that these four gods indicate an allegorical meaning.
Since the sixteenth century, the art of Ballet de Cour, as a princely entertainment, was intended
to connect well-read references and witty associations in an intricate manner*. The Greek and
Latin worlds, with their complex systems of allegory, were associated with contemporary
references through a visually transmitted rhetoric”. By 1671, after decades of taking part in
and being the audience for numerous Ballets, Louis’s court was sufficiently trained to expect
and to decipher enigmas through mottos and visual attributes™. Given the ingenuity of
Quinault who was familiar with the complex world of the Ballet de Cour’, which concept is
symbolized in the action of the final ballet of Psiché ?

The royal commission behind the creation of Psiché began as a kind of poetry contest.
The winner, Moli¢re, was busy as « The Carnival was approaching, and the pressing orders of
the King, who intended to give this magnificent entertainment several times before Lent, put
him in the necessity of suffering a little help ». This « little help » was a euphemism by the
publisher as Molicre gathered a large team around him including Quinault, one of the
unsuccessful contestants™. « This work is not all by one hand. M. Quinault has made the words

% Francgois Vatel (1631-1671) is the most famous of these Maitres d’hotel. Vatel served Louis XIV’s
superintendent Nicolas Fouquet in the splendid féte at the Chateau de Vaux-le-Vicomte on 17 August 1661.
Ten years later, few months after the opening of Psiché, Vatel was responsible for a banquet for 2000 people
hosted in honor of Louis XIV by le Grand Condé in April 1671, at the Chateau de Chantilly. According to
Madame de Sévigné, Vatel, distraught about the lateness of the seafood delivery, committed suicide. See: James
A. Harrison, editor, Letters of Madane de Sévigné, 1899, p. 35. For a visually historically informed cinematographic
interpretation, see also Joffé, Roland. Vatel, DV'D, Film by Roland Joffé. Neuilly-sur-Seine: Gaumont Vidéo, 2000.

3 T used the French word « ordonnateur » as an equivalent of the Italian « corago ».

34 See: Christout, Matie-Francoise. e Ballet de Cour de 1.ouis XIV/, 1643—1672, Mises en scéne. Préface d’André
Chastel. Paris : Picard, 1967 and Durosoir, Geortgie. Les ballets de la conr de France au X1/ 1le siccle, ou les fantaisies et
les splendeurs du Barogue. Genéve: Editions Papillon, 2004.

% See: Saunders, Alison. The Seventeenth-century French Emblem: A Study in Diversity. Genéve, Librairie Droz, 2000.

3 See: Mourey, Marie-Thérese. “L’art du Ballet de Cour aux XVIe et XVIle siecles : poétique de I'image
animée” in: La construction des images : persuasion et rhétorique, création des mythes, Actes en ligne du Collogue Ecole
Doctorale IV, « Civilisations, cultures, littératures et sociétés ». Paris : 2009. http://www.paris-
sorbonne.fr/fr/spip.phprarticle9555. (accessed 5 November 2017).

37 For period perspectives on the Ballet de Cour, see : Ménestrier, Claude-Francois. Des Ballets anciens et modernes
selon les regles du theatre. Paris: Rene’” Guignard, 1682.

¥ We do not know for sure how this team was made, but one may surmise that Molicre would have wished to
exclude Racine. See: Caldicott, Edric. “Les fonctions incompatibles de Moliére, impresatio et auteur de cour” in
Les Métamorphoses de Psyché. Dossier établi par Carine Barbafieri et Chris Rauseo. Valenciennes: Presses
Universitaires de Valenciennes, 2004, pp. 101-112.
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in it which are sung in music, with the exception of the Italian Plaint. M. de Moli¢re has drawn
up the Plan of the work, and regulated the disposition, in which he is more attached to the
beauties and pomp of the Spectacle than to the exact regularity. As for the Versification, he
had not the leisure to do it whole. [...] Thus, there is only the Prologue, the First Act, the first
Scene of the Second and the First of the Third, of which the Verses are by him. M. Corneille
was occupied a fortnight for the rest; and by this means His Majesty found himself served at
the time that he had ordered it ».”” The events, which tell about this remarkable team working
diligently to satisfy the king, are close enough to the gods uniting their talents to answer Jupiter.

Quinault, in charge of the sung verses which conclude the spectacle, may have made an
allusion to these circumstances of the creation, in the pure tradition of the allegorical tribute
of the Ballet de Conr to its participants. It is thinkable to see in Jupiter, the ruler of the gods,
who wanted the other deities to celebrate Love and Psyché, an image of Louis XIV himself,
asking his most accomplished poets to create a new entertainment to mark the elevation of a
lady to a superior status (maybe to celebrate Madame de Montespan (1640—1707), the favorite
who had just given birth to his son?*). And Quinault could have traced portraits of his
colleagues in this unseen team of artists: Lully (Figure 3) was perhaps the god of harmony
Apollon in this assembly*, while Moliére (Figure 4) could be seen as Momus, the god of
raillery. Pierre Corneille (Figure 5), famous for his heroic plays*, would have made a suitable
Mars and Quinault (Figure 6) might have seen himself as Bacchus, as he had just gained special
recognition for his abilities in the Pastorale gente for La Grotte de 1 ersailles. These « grands génies
de son siecle »* answered the order of Louis, much like the gods united their talents to create
something new to please Jupiter and to entertain the celestial court™.

% « Le libraire au lecteur. Cet Ouvrage n’est pas tout d’une main. M. Quinault a fait les Paroles qui s’y chantent
en Musique, a la réserve de la Plainte Italienne. M. de Moliére a dressé le Plan de la Piece, et réglé la disposition,
ou il s’est plus attaché aux beautés et a la pompe du Spectacle qu’a 'exacte régularité. Quant a la Versification il
n’a pas eu le loisir de la faire enticre. L.e Carnaval approchait, et les Ordres pressants du Roi, qui se voulait
donner ce magnifique Divertissement plusieurs fois avant le Caréme I'ont mis dans la nécessité de souffrir un
peu de secours. Ainsi il n’y a que le Prologue, le Premier Acte, la premiére Scéne du Second et la premiére du
Troisieme, dont les Vers soient de lui. M. Corneille a employé une quinzaine au reste ; et par ce moyen Sa
Majesté s’est trouvée servie dans le temps qu’elle 'avait ordonné. » in Moliere, Psyché, avertissement du libraire,
in Moliere. (uvres completes. Paris: Gallimard, 2010, vol. 11, p. 423.

40 Louis-Auguste de Bourbon, duc du Maine was born 31 March 1670 in Saint-Germain-en-Laye. See: Voltaire.
Le Siecle de onis X117, publié par M. de Francheville... Tome second. Berlin: C.-F. Henning, 1751, pp. 53-55.

# Lully may also have contributed to the libretto: the verses of the Italian plaint is attributed to him.

#2'The apocryphal words of Turenne, « Ou donc Corneille a-t-il appris I'art de la guerre? », supposed to have
been prompted by Serorius, were reported and at the same time dismissed by Voltaire in his 1764 Commentaires
sur Corneille. Nevertheless, their existence points to the martial quality of Pierre Corneille’s theatre, where honor
and duty were at the center of his stage rhetoric.

# See: Lagrange-Chancel, Francois. “Préface” to Onphée, Tragédie en Machines in (Buvres de Monsieur Iagrange-
Chancel, nouvelle édition, revue et corrigé par lui-méme, Tome IV, Paris: Libraires associés, 1758, p. 63.

# This reading is supported by some verses of Charles Robinet dating from 1665: « ’admirable et plaisant
Moliere, / Le Mome des terrestres Dieux, / Comme lautre est Moliére aux Cieux » quoted in: La Gorce,
Jérome de. Jean-Baptiste Lully. Paris: Fayard, 2002, p. 496.
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Figure 3: Jean-Baptiste Lully (1633—1687) ‘
Engraving by Dominique Sornique (1708—1756)
Collection of Gilbert Blin.

Figure 4: Jean Baptiste Poguelin Moliére (1622—1673)
Engraving by Gérard Edelinck (1640-1707) from Des hommes illustres qui ont parn en France pendant ce siécle, avec leurs
portraits au naturel. Tome 1/, par M. [Chatles| Perrault, ... Patis: A. Dezallier, 1696.
Collection of Gilbert Blin.
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Engraving by Jacques Lubin (1637-1695) from Des hommes illustres qui ont paru en France pendant ce siéele, avec lenrs
portraits an naturel. Tome 1/ , par M. |[Chatles] Perraul,...
Paris: A. Dezallier, 1696.
Collection of Gilbert Blin.
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Figure 6: Philippe Quinault (1635—1688)
Engraving by Gérard Edelinck (1640—1707) from Des hommes illustres qui ont parn en France pendant ce siécle, avec lenrs
portraits an naturel. Tome 1/, par M. [Chatles| Perraull, ...
Paris: A. Dezallier, 1696.
Collection of Gilbert Blin.
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2.3 A Forebearer in 1656: Le Ballet de Psyché ou de Ia
Puissance de PAmour

It is Apollo as the Sun God, presented by Quinault as « Dieu de 'Harmonie », who leads
the whole celebration. He opens with a « Récit » (musical speech) that orders the unification
of all Gods and « invites [them] to rejoice », after which he orders them to « sing together to
praise Love ». The shift of focus from Psyché to Amour is radical; indeed, the heroine is never
mentioned again®. More eloquently, in Quinault’s text, the French name « Amour » not only
refers to Cupid, the character of the tale whom the feast honors, but also to the general feeling
that he incarnates: Love. The poet fully exploits this ambiguity of the French language, which
uses the same word for both. Such richness of meanings had already been captured by Moliere
and Pierre Corneille in the rest of the play, but Quinault gives the word its double sense in
order to expand the significance of his ballet, which thereby acquires another level of meaning.
In this introduction Quinault invokes what the inspiration of his ballet: Love and its eternal
power. The theme was not new, as it had previously been the subject of a Ballet de Cour on a
text by Isaac de Benserade (1612—-1691) with music by Lully: Le Ballet de Psyché on de la Puissance
de I'Amonr. Created fifteen years before, in 1650, this ballet deserves some attention as, despite
its music having been lost, it offers some perspective on the Psiché of 1671.

Le Ballet de Psyché ou de la Puissance de I’Amour was created on 17 January 1656 in the
Louvre®. Benserade did not develop the story of the love between Psyché and I”Amour in
dramatic terms but articulated the ballet around two major events: « In the first are depicted
the beauty and delights of the Palace of Love. And in the second, Love himself entertains the
beautiful Psyche by the representation of some of the wonders he has produced. »* Some
features of Benserade’s Ballet are particularly relevant to Psiché. The king, then aged eighteen,
danced in the production, first as the character of Le Printemps (spring) in the second entrée
next to Zephire, Flore, Vertumne and Bacchus, gods who also appear, again associated with
the abundance given by the royal peace, in the Psiché of 1671. The first part offered a ballet
within the ballet: a « Ballet of the Five Senses », inserted in the larger structure and developed
in as many consecutive entrées of « merveilles » : First three excellent painters were brought
into the Palace by the will of Love, to satisfy the sense of sight with their works. Musicians
followed to charm the sense of hearing.” In the following entrée a god and his allegorical

# It is possible that the full ballet of Psiché could have come from the draft Quinault proposed in 1670 for a
work on Proserpine, « dont il fit dans la suite un de ses plus beaux opéras ». See: Lagrange-Chancel, Francois.
“Préface” to Orphée, Tragédie en Machines in (Euvres de Monsienr Lagrange-Chancel |...]. Paris: Libraires associés,
1758, p. 63. When Quinault completes the project on this character as an opera for Lully in 1680, he creates a
similar situation at the end of the opera in the wedding of Pluton and Proserpine (order restored: rejoicing
about the power of love) which could lead to the text of the full final ballet of Psiché, as the title character is not
mentioned in the text of the ballet. See : Quinault, Philippe. Livrets d’Opéra, Présentés et annotés par Buford Norman,
Tome Premier. Toulouse : Société de Littératures Classiques, 1999.

46 Ballet in two parts with twenty-seven Entrées, « dansé par le roi au Louvre le 16 janvier 1656 ». See:
[Benserade, Isaac de] Ballet de Psyché ou de la Puissance de I'Amour, dansé par Sa Majesté le 16 jour de janvier 1656. Paris:
R. Ballard, 1656.

47 « Dans la premiere sont representées les beautez & les delices du Palais d’Amour. Et dans la seconde,
I’Amour mesme y divertit la belle Psyché par la representation d’une partie des metveilles qu’il a produites » See:
[Benserade, Isaac de| Ballet de Psyché ou de la Puissance de I'’Amonr, dansé par Sa Majesté le 16 jour de janvier 1656. Patis:
R. Ballard, 1656.

48 See: Ballet de Psyché on de la Puissance de I’Amour... Patis: R. Ballard, 1656.
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retinue were used for the sense of taste: « Comus God of feasts accompanied by Cleanliness
and Abundance ». The pleasure of smell called for four Perfumers carrying the sweetest
fragrances of « happy Arabia ». The last entrée, dedicated to the sense of touch, saw, the
physical entrance of Psyche herself: « The fifth and last of the senses being reserved to Love
in the legitimate possession of the beautiful Psyche, she arrives accompanied by Beauty and
the Graces ».*

Il i i
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Figure 7: Isaac de Benserade (1612—1691)
Engraving by Gérard Edelinck (1640-1707) from Des hommaes illustres qui ont parn en France pendant ce siécle, avec leurs
portraits an naturel. Tome 2 | , par M. [Chatles| Perrantt,...
Paris: A. Dezallier, 1700.
Collection of Gilbert Blin.

In the second part of his ballet showing the « wonders » of Love, Benserade extended
the power of that god from Comus on to Apollon, Mars and Momus, all deities who will
reappear in 1671. The twelfth entrée of the second part featured the effect of Love in the
Underworld: « A den opens, Pluto appears on his Throne, surrounded by Demons. Fear,
Suspicion, Despair and Jealousy make an Italian concert, supported by various Instruments.
Composed by Sieur Baptiste [Lully] »". Louis XIV portrayed Pluton, presiding over the

# VI Entrée: « Trois excellents Peintres portez dans le Palais par le vouloir de ’Amour, pour y satisfaire par
leurs ouvrages le sens de la veué. » VII Entrée: « Sept Musiciens venus en ce lieu pour y charmer le sens de
Potie. » VIII Entrée: « Comus Dieu des festins accompagné de la Propreté & de ’Abondance pour le sens du
goust ». IX Entrée: « Quatre Parfumeurs chargez des plus douces odeurs de ’Arabie heureuse pour le Plaisir de
Podorat. » X Entrée: « Le cinquieme & dernier des sens estant reserve a I’Amour dans la possession légitime de
la belle Psyché, elle arrive accompagnée de la Beauté, & des Graces. » See: Ballet de Psyché ou de la Puissance de

L Amonr... Paris: R. Ballard, 1656.

30« Un antre s’ouvre, Pluton paroist sur son Trone, environné des Daémons. la Crainte, le Soupgon, le
Desespoir & la Jalousie font un concert Italien, soustenu de divers Instruments. Composez par le Sieur
Baptiste ». See: Ballet de Psyché ou de la Puissance de I’Amounr... Paris: R. Ballard, 1656.
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suffering caused by Love, with Lully’s music performed by Italian singers’’. « Pluto and his
Dark Court testify by a very extraordinary dance that Love inspires cheerfulness even to the
Underwotld »”. After many entrées showing a great variety of characters, I.’Hymen, performed
by Monsieur, younger brother of the king”, offered a moral, but ironic and detached,
conclusion to this panorama of the power of Love.

The ballet was a huge success™. But its popularity, and the memory of it, may be one of
the reasons why Benserade (Figure 7) was not one of the writers asked by the king to propose
a theme for the 1671 performance. Indeed, at that time Benserade was also a theatre author
and therefore would seem to have been a legitimate candidate to answer the royal command.
There must be a reason why his name does not appear among the playwrights consulted by
Louis XIV. It may have something to do with the fact that the king did not plan to dance
himself in the new ballet. Benserade may have been judged too old-fashioned as his style was
at its best when he wrote to associate aristocratic dancers from the court with allegorical
figures, a witty talent which was not required in 1671%. Did Benserade, who may have had
health problems around this time, have doubts about his ability to successfully complete the
project given its ambitious schedule and decide not to propose a subject? Maybe the poet was
bitter about seeing his younger rival Quinault being received at the Académie frangaise before
him™. Did Benserade feel left out of the Royal establishment and of the royal favor’?
Nevertheless, revisiting the theme of the power of Love from the ballet by Benserade,
Quinault, polishes his subject by first presenting each of the four gods of his 1671 Ballet as
they boast of their puissance except in the face of Love: indeed Apollon, Bacchus, Momus and
Mars tell us how Love inspires them to unexpected behaviors and alters their individual
natures.

51 Among these Italian singers, notable are the names of those who will sing in Ercole amante in 1662: Anna

Bergerotti (Gelosia in the Puissance, Iole in Ercole) and Gian Francesco Tagliavacca (La Desparatione in the

Puissance, Mercurio in Ercole). See the Manuscript of Philidor, André (1652°—1730). [Ballet Relation de ce qui

s’est passé a Iarrivée de la Reine Christine de Suede A Essaune en la maison de Monsieur Hesselin avec un

Panegyrique Latin sur Pentrée de cette Princesse. A Paris 'an 1656. / Ballet de Psyché ou de la Puissance de

PAmour danse pat sa Majesté I'an 1656 / Ballet de ’Amour Malade dansé par sa Majesté 'an 1657], 1705.
bnf.fr/ark:/1214

bpt6k103683r/£77.image.r=Ballet%20de%201a%20puissance%20de%201' Amo

ur (Accessed 8 September 2017).

52 « Pluton & sa Cour ténébreuse témoignant par une danse toute extraordinaire que I’Amour inspire la gayeté
jusqu’aux Enfers ». See: Ballet de Psyché on de la Puissance de I’Amwonr... Paris: R. Ballard, 1656.

33 Philippe I, Duke of Otléans (1640-1701), was then sixteen years old.

5 The Ballet was revived on the 17, 23 and 30 January, the 14 and 16 February and the 18 March 1656, but also
the following year, in February 1657.

%5 Charles Perrault (1628—1703) in his article about Benserade singles out this aspect of his ballets. See: Perrault,

Chatles. Des hommes illustres qui ont parn en France pendant ce siécle, avec leurs portraits an naturel. Tome 2/, par M.
Perraunlt. Paris: A. Dezallier, 1700.

% Benserade, twenty-three years older than Quinault, may have hoped to be elected to the seat that had been
occupied by Salomon de Virelade (1620—1670), but Quinault was elected instead. Benserade was received by the
Académie francaise in 1674, replacing Chapelain (1595-1674).

57 It seems that Benserade was having some health problems: a sonnet he wrote, possibly during this period,
appears to allude to a psychological burden: « Je suis las de jouer ce rolet: / depuis long-temps je travaille au
ballet; » in: Annales poétiques, depuis 'origine de la Poésie Frangoise, tome XXII. Paris: Merigot, 1782, p. 83. N.B. This
volume contains a rare biographical sketch of Benserade.
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2.4 Visual allegory in Le Ballet of Psiché

These four gods do not introduce themselves and their identity is only a visual one:
nothing in their first words tells us who they are, and it is only through the printed text that
we know now who they are. On stage, these identities were certainly easier to decipher thanks
to the elaborate costumes for the performance, a characteristic of the French Ballet de Cour.
The costumes of the « divertissements » of Pszché had been drawn by Henry de Gissey (1621—
1673); he had held the post of « dessinateur du cabinet du Roi » in the Menus-Plaisirs du Roi
since 1661. Gissey’s appointment was no more than an official recognition of the fact that the
designer had already been designing costumes for the French royal court for ten years. In 1651,
at the Palais Royal, Henri de Gissey made his recorded debut by creating the costumes of the
ballet Les Fétes de Bacchus. He was nominated in 1660 to be the « Concierge et Garde des
décorations et machines » of the Salle des Machines of the Tuileries, then under construction.
He also collaborated in many official spectacles, like the famous Carrousel of 1662, Although
his participation in the creation of the costumes for the Ballet royal de la nuit of 1653 is not fully
established”, we know he oversaw the costumes for the Ballet de I'Tmpatience (1661), the Ballet
des Arts (1663), and the Ballet des Muses (1665).

In 1666 Gissey was appointed « Garde salle et machines » of the theatre of the Palais-
Royal, where Moliere and his company were tenants. Collaborating with Moliere, Gissey
designed costumes for the intermedes of George Dandin in 1668 and Le Bourgeois gentilhomme in
1670, anticipating the role he would take for Psiché in the following year. Gissey’s fanciful
costumes accentuated the relation with the Ballet de Conr™. His designs were seen as « perfect »
by the great collector Michel de Marolles (1600-1681): they had « nothing of the ugly » about
them and were considered to be « of fine manner and pleasing look. »*' The costumes by Gissey
for Psiché are of Roman inspiration for Apollon, Mars and Bacchus (Figures 8, 9 & 11). Momus,
on the other hand, seems to be influenced by the fashion of the sixteenth century, a trend he
therefore shares with the characters of Italian theatre, particularly the Commedia dell'arte (Figure
10). They all have trimmings and hand props suitable to their character and their ability to be
clearly seen on the big stage of the Salle des Machines assured an understanding of their
identity. Apollon, holding his bow, has a costume and a headset full of rays of the sun, a
costume reminiscent of the one worn by Louis XIV as Apollo in the Ballet de la Nuit of 1653.

38 See: Castellucio, Stéphane. Les Carrousels en France, dn XV Te an XV 1lle siecle. Patis et Versailles: I’Insulaire &
Les Editions de ’Amateur & Versailles: Bibliotheque Municipale, 2002.

% Gissey is a possibility as much as Charles Beaubrun (1604—1692) or Henry Beaubrun (1603—1677). See: Ballet
de la Nuit. Edited by Michael Burden and Jennifer Thorp. The Wendy Hilton Dance & Music Series No. 15.
Hillsdale (NY): Pendragon Press, 2009. See also “River gods theatrical costumes” in the Case-studies of the
present dissertation.

% La Gorce, Jérome de. “Les costumes d’Henry Gissey pour les représentations de Psyehé” in Revue de I'Art,
numéro 66. Paris: CNRS Editions, 1984, pp. 39-52; and Dock, Stephen V. “Unpublished Costume Drawings by
Henry Gissey for Moliere’s Psych¢” in Theatre History Studies, 1 olume XIII, edited by Ron Engle. Tuscaloosa:
University of Alabama, 1993, pp. 181-207. See also: La Gorce, Jérome de, & Jugie, Pierre. Dans ['atelier des Menus
Plaisirs du roi. Spectacles, fétes et cérémonies anxe X1 1le et XV 11le siécles. Paris : Archives nationales-Versailles, Artlys,
2010, No. 14 ; and Marie-Francoise Christout. I.e Ballet de Cour an X1V 1le siécle. Geneve: Minkoff, 1987.

o1 « A propos de Rabel, Jessé [Gissey] fut admirable / A former des dessins pour des jeux de balet; / Ses
crayons achevez ne portoient tien de laid / D’une maniére fine et d’un air agréable. » in Marolles, Michel de. Le
livre des peintres et graveurs, edited by Georges Duplessis. Paris: P. Jannet, 1855, p. 28.
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Figures 8,9, 10 & 11: 1670, Henry Gissey, costume designs for Apollon, Bacchus, Momus and Mars in the
Ballet of Psiché (presented here in the order of their vocal entrance).
Stockholm, Nationalmuseum.
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Bacchus holds a cup while his costume and his spear® are ornate with grapes and wine leaves.
Momus holds a thyrsus, usually associated with Bacchus but a symbol of hedonism and
pleasure in general, while Mars has a helmet, shield and sword, symbolic of high rank.

The art of costume design for the Ballet de Cour integrated conventions and rules of
association between garments and roles, allowing audiences to recognize characters. Existing
sculpture, paintings and printed materials helped in tracing sources and creating new ones.
Among these references, Cesare Ripa (ca. 1560-ca. 1622) in his Ironologia had fixed a visual
codification for moral entities inspired by Greek and Roman emblematical representations.
Since 1593, his influential emblem book was used by orators, artists and poets to give visual
substance to virtues, vices, passions, arts, sciences, etc. For each entry Ripa proposes a
description of the allegorical figure about how to embody the concept, giving the type and
color of its clothing and its varied symbolic paraphernalia, along with the reasons why these
were chosen, reasons often supported by references to classical literature. But the interest of
the book lays not only in this compendium. The concepts were arranged in groups which had
their own logic and meaning. Therefore, these groupings offered not only a promise of extra
poetic syntax, but also, by their order in the descriptions, an order emphasized by later
illustrated editions, gave a first placement of individual values in relation with each other, useful
for organizing any further visual representation. All these qualities allowed the book to be used
as a practical reference and as such Ripa’s thesaurus of abstractions-made-images was a major
iconographic reference for costume design and staging.

2.5 Iconology in Le Ballet of Psiché

If we look at the groups of four presented by Ripa: the elements, the seasons, the parts
of the world, the ages, the winds, the fortunes, among other, one assembly offers a clear
correspondence with the four gods of Psiché’s ballet: The Four Poems. Because they are
presented together, the four gods embody a much larger concept: they are, in Quinault’s text,
the expression of the four Forms of Poetry: Lyric Poetry is represented by Apollon, Pastoral
Poetry by Bacchus, Satiric Poetry by Momus, and Epic Poetry by Mars. The figures illustrating
the four types of Poetry engraved by Jacques de Bie (1581-1640) for the first French edition
of 1643 — the edition most likely used in France in 1671% — share many attributes with the
designs of Gissey and clarify the identities of the four deities chosen by Quinault for Psiché’s
ballet™ as seen on Figure 12.

The phylactery which each character is holding helps clarify his identity. Their mottos,
inscribed on speech scrolls, enhance this ancient convention and had a double relevance,
historical and symbolic. The historical elements come from the texts of antiquity, which were

%2'This hunting spear may have initially been a shepherd’s crook as the paper of this design has been cut to fit
the silhouette.

9 The French edition of 1643 indicated on the title page that Ripa’s system was « necessaire a toutes sortes
d’esprits, et particuliecrement pour ceux qui aspirant a étre, ou ceux qui sont en effet, Orateurs, Poétes,
Sculpteurs, Peintres, Ingenieurs, Autheurs de Médailles, de Devises, de Ballets, et de Poémes dramatiques ». See:
Guillerm, Jean-Pierre. “Introduction” in [Ripa, Cesare]. lconologie, ou les principales choses qui penvent tomber dans la
pensée touchant les Vices et les Vertus, sont représentées sous diverses figures, gravées en cuivre par Jacques de Bie, et moralement
explignées par |. Bandouin. Gravures de Jacques de Bie. Textes par Jacques Baudouin. [Paris], MDCXXXXIII,
1643. Facsimile Paris: Aux Amateurs de Livres, 1987.

4 [Ripa, Cesare]. lconologie. .. Seconde partie. Paris : 1643, pp. 77-79.
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originally written on scrolls, many of them in the same Latin being used for mottos (because
the idea linking words must be short to be quickly readable). The symbolic relevance is clear,
as poetry could be written as much as sung. The banderole held by the Poeme Lyrique which
reads « Brevi complector singula cantu » could be translated as « I tell of the unique in a short
song », or as the French understood it: « In a few words I enclose all things ». The figure of
the Pastoral Poetry says « Pastorum carmina ludo »: I play shepherds’ songs. In Pszché’s final
Ballet, Aegipans and Maenads are grouped around Bacchus and Silene; ever since Ovid’s
Metamorphoses, the two gods had been associated with Pastoral settings. The motto of Heroic
Poetry, crowned with laurels symbolizing military victory, is « Non nisi grandia canto »,
meaning: I sing only of great things. Words like « cantu », « canto » or « carmina » present in
these mottos are a clear common active denominator encapsulating the expressive function of
poetry. The last figure, which is the one of the Satiric Poetry, holds a banderole inscribed «
Irridens cuspide figo »: through ridicule I wound with prickings®.

The familiarity of Quinault with these types of mottos is a matter of historical record. Although
he came from a simple social background, we know now that Quinault had received a full
literary education, notably in Latin®. In the eatly 1680s Quinault composed some
«Devises » for the Royal Treasury”’; at the end of his life, Quinault created the mottos intended
for the Dauphine, Anne-Marie Christine Victoire de Baviere (1660-1690), a prestigious
responsibility”. But the question remains: although these speech scrolls are not visible in the
costume designs of Gissey, were they somehow included in the show, carried by followers? It
is more than likely: the statement of expense done in 1671 for Psiché specifies that some mottos
were painted for the performance. Georges de Tourny, painter, was paid 210 livres for «
peinture des devises, des drapeaux et banderolles »”. Aside from the flags for the four dancers,
« Guerriers avec des Drapeaux » who accompany Mars, the « devises » (mottos) may have been
presented on stage either by the god himself on one the « banderolles » or painted on the «
rendaches » (shields) that four of his followers were holding, as was the custom during

tournaments7°.

% Jacques Baudouin translates the motto of the Poéme lyrique: « en peu de mots je comprends toute chose ».
Baudouin uses « comprendre » with the meaning of « to contain » not « to understand ». Poeme Pastoral: « avec
cette devise, Pastorum carmina ludo. Comme s’il disoit, Je m’entretiens des chansons des Bergers ». Poeme
Héroique: « Non nisi grandiae canto, qui signifient Mon chant a pour objet les choses les plus grandes. » Poéme
Satyrique: « Comme s’il vouloit dire a peu prés, je raille & picque tout ensemble ». See: [Ripa, Cesare].

Iconologze. .. Textes par Jacques Baudouin. Seconde partie. Paris : 1643, pp. 77-79.

6 La Gorce, Jérome de. “Un proche collaborateur de Lully, Philippe Quinault” in Société d’Etude dn X1 Tle Siccle
7°161. Paris: Société d’étude du XVIle siecle et du CN.L.,, du CN.R.S. et de la Ville de Paris, 1988, pp. 365—
370.

67 See: Gros, Litienne. Philippe Quinanlt, sa vie et son auvre. Paris: Champion, 1926. Facsimile Genéve: Slatkine
Reprints, 1970, pp. 11 & 175.

%8 See: Palaprat, Jean de. “Lettre a M. B. P. M. D. M.” in Les (Euvres de Monsieur de Palaprat. .. Tome Second. Paris:
Pierre Ribou, 1712, p. 184.

6 See: « Fitat officiel de la dépense faite pour représenter Psyché en 1671 », submitted by Louis-Marie d'Aumont
de Rochebaron, « premier gentilhomme de la chambre de Sa Majesté », kept at the British Museum, in:
Bougenot, Ftienne-Symphorien. “Psyobé au Théatre des Tuileries” in Bulletin historique et philologique du Comité des
travaux historigues et scientifigues. Paris: 1891, pp. 71-80.

0 For surviving examples of this type of shield, see: Riddarlek och Tornerspel, Sverige - Europa. Katalog
sammanstilld av Lena Rangstrém. Stockholm: Livrustkammaren, 1992, No. 175 p. 162 & No. 198 p. 174.
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LES QVATRE POEMES.

Figure 12: « Les Quatre Poemes. », engraving by Jacques de Bie (1581-1640) from [Ripa, Cesare| Iconologie, on les
principales choses qui penvent tomber dans la pensée touchant les Vices et les Vertus, sont représentées sous diverses fignres, gravées

en cuivre par Jacques de Bie, et moralement expliquées par J. Bandouin. [Paris]|, MDCXXXXIII [1643].

For the designs of the shields of the Carrousel of 1662 see: Castellucio, Stéphane. Les Carrousels en France, du
X1V Te an XV e sizcle. Paris: 1 Insulaire - Les Editions de ’Amateur and Versailles: Bibliothéque Municipale,
2002, pp. 150-169. And for the definition of the « devises », see: Fabre, Antonin. Chapelain et nos deux premiéres
Académies : études littéraires sur le X1 e siéele | par I'abbé A. Fabre. Paris: Perrin, 1890, pp. 417 & 445.
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From the same statement of expenses, we know that Jean Breton, « armurier », provided
shields for 80 livres. A similar thing had been done the previous year, when the royal motto
had been painted on trophies for the final intermede of Les Amants magnifiques, to accompany
Apollo for his entrée concluding the « Jeux Pythiens »"".

In Psiché, the three Recits that follow Apollon’s call for unity are undeniably illustrations
of the Power of Love, to which Bacchus, Momus and Mars successively declare they have
surrendered. In addition to indications of staging and the sung text, the libretto, following the
tradition of the Ballet de Cour, includes comments that explain each song of the allegorical
celebration. Bacchus « makes it understood that he is not as dangerous as Love »: the effects
of wine pass after one day, while Love’s effects last forever. Momus mocks everyone but Love,
who « he dares not make fun » of because it is Love « who spares no one ». The final god,
Mars, concedes that « he has not been able to avoid surrendering to Love »* Amour alone can
boast of defeating the god of war. Each one presents the inspiration of their entrée to come,
telling us not to look at them as they usually are, but through the opposing force that an
irresistible Love produces to accomplish poetry. A call from the heavenly gods, wrapping up
what is undeniably a kind of introduction, invites the instruments and voices to join the general

rejoicing and the Ballet can now line up the successive entrées of Apollon, Bacchus, Momus
and Matrs.

2.6 La Petite Académie behind Le Ballet of Psiché?

This assembly of the four poems is also present in the design of the « Grande Commande
», the large commission ordered by Louis XIV for statues intended to decorate the gardens of
the Palace of Versailles, as initially conceived in 1672. In 1674, la Grande Commande was in
progress under the supervision of Charles Le Brun (1619-1690)". From 1662, when he was
made « Premier Peintre du Roi » (First Painter of the King), everything artistic that was done
in the royal palaces was directed or influenced by Le Brun. In 1663, he became director of the
Académie royale de peinture et de sculpture, and with this title, was responsible for the designs of the
Versailles sculptures. The theme of the fundamental elements influenced by the course of the
Sun was to be an extension of his setting for the Great Apartments, based then around the
myth of Apollo, a glorification of the king which started on the ballet stage™. As was true of
the planned decoration for the ceilings of the palace, the Grande Commande was dominated
by Apollonian and solar significance”. This ensemble, destined for the « Parterre d’eau », was
conceived as a broad panorama on the effects of the solar god on the order of the world and
on the arts, based on the unity of man and nature’. The sculpture decoration was to include
twenty-four statues representing the four Parts of the world, the four Hours of the day, the

1 See: [Moliere] Intermedes des Amants magnifiques. Paris: R. Ballard, 1670, p. 28.

72 Psiché, tragi-comédie et ballet, dansé devant S. M. an mois de janvier 1671. Paris: R. Ballard, 1671.

73 See: Gady, Bénédicte. “Chatrles Le Brun et les sculpteurs de Versailles” in ersalia, No. 11, 2005, pp. 85-95.
74 See: Sabatier, Gérard. VVersailles ou la figure du roi. Paris: Albin Michel, 1999, pp. 48-56.

7> Moine, Matie-Christine. Les fétes a la Cour du Roi Soleil 1653—1715. Patis: F. Sotlot & F. Lanore, 1984.

76 Maral, Alexandre. La Grande Commande de 1674. Chefs-d'anvre sculptés des jardins de Versailles souns Lonis X117

Montreuil: Gourcuff Gradenigo, 2013.
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four Seasons, the four Elements (Water, Earth, Air, Fire), the four Temperaments of Man, and
the four Poems (Figure 11). These were complemented by eight mythological abductions
symbolizing the changes in the four Elements. Claude Denis (1596-1680) described around
1675 the groups, then still in the making: « The four Poems./ The epic [heroic] poem exposes
and makes known, / that in the fighting the heroes make appear, / their great actions and the
famous exploits / that their courage makes for the glory of the Kings./ Here we see another
and it is the dramatic / which contains a subject in tragic or comic, / The comic is filled with
features of gaiety, / the tragic is pompous and full of gravity, / the satiric spades, and taking
against the vice, by its biting style condemns Injustice, the lyric deals with various subjects, and
composes songs of odes and tunes ».”’

The program of royal propaganda was devised under the supervision of the Pesite
Académie, entrusted, since 1663, with the primary responsibility of writing the history of Louis
X1V in inscriptions, medals and monuments . Members of the Petite Académie, under its active
secretary Charles Perrault (1628—1703), extended their duties soon to all artistic programs that
were related to the king”. Quinault officially joined the ranks of this elite group consisting of
members of the Académie francaise in 1672, but as an academician starting in 1670* and as a
friend of Perrault, he was no stranger to its work before then. Inspired by Cesare Ripa, and
certainly advised by the Petite Académie, Charles Le Brun produced the preparatory drawings
for the sculptors (Figure 13), following the same order in his spatial layout as in Ripa’s Iconologia.
Beyond this example of the conjunction of their artistic endeavors®, relations between
Quinault and Le Brun were close, even familial; one of Quinault’s daughters later marries Le
Brun’s nephew and godson, who he treated as an adoptive son. Their circle was rich in artists
and it is also worth mentioning that Jean-Baptiste Tuby (1635—-1700), the sculptor of the Poénze
Lyrigue of Versailles (also known as Thalie), was a witness at the 1685 wedding.*” It is around
this year, or the previous one, that the statues of the Grande Commande were transferred to
other locations in the gardens, due to the forsaking of the Apollonian theme.

77« Les quatre Poesme./ La le poesme Epique [héroique] expose et fait connoistre,/ ce que dans les combats
les heros font paroistre,/ leurs grandes actions et les fameux exploits/ que leur courage fait a la gloire des
Roys./ Icy 'on voit un autre et c’est le dramatique/ qui contient un sujet en tragique ou comique, / Le comique
est rempli de traits de gayeté,/le tragique est pompeux et plain de gravité, /le satyrique picque, et reprenant le
vice, par son stile mordant condemne I'Iniustice, / le lyrique s’occupe a des sujets divers,/ et compose des
chants des odes et des airs. » in « Explication de touttes les grottes, rochers et fontaines du chasteau royal de
Versailles, maison du soleil et de la menagerie, en vers heroique », par « C. DENIS ». Bibliotheque nationale de

France, Département des manuscrits, Francais 2348. https://gallica.bnf.fr/ark: /12148 /btv1b9006949h
(accessed 26 June 2018).

78 See: Charton, Fabrice. “« Vetat Mori. », Une institution au service du Prince, de la Petite Académie a
I’Académie royale des Inscriptions et Belles-Lettres (1663—1742) in L. Atelier du Centre de recherches historiques [on
line], 2011. URL: http://acrh.revues.org/4549 (accessed 2 November 2017).

7 See: Fabre, Antonin. Chapelain et nos denx: premiéres Académies : études littéraires sur le XV 1le sidele | par I'abbé A.
Fabre. Paris: Perrin, 1890, p. 443.

80 See: Couvreur, Manuel. Jean-Baptiste Lully, Musique et dramaturgie au service du Prince. |Bruxelles]: Marc Vokar
Editeur, 1992, pp. 43-63.

81 See: Himelfarb, Hélene. “Source méconnue ou analogie culturelle ? Des livrets d’opéras lullystes au décor
sculpté des jardins de Versailles” in Gagette des Beaux-Arts, VI° période, Tome CXX, 1486° livraison, 1992, pp.
179-194.

82 See: La Gorce, Jérdome de. “Un proche collaborateur de Lully, Philippe Quinault.” in Société d’Etude du XV Tle
Siecle n°1671. Paris: Société d’étude du XVIle siecle et du C.N.L., du C.N.R.S. et de la Ville de Paris, 1988, pp.
365-370.
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Figure 13: 1674, Les Quatre poémes, drawing by Chatles Le Brun (1619-1690).
Design for the sculptors of the « Grande Commande ».
Versailles, Musée du Chateau de Versailles.

By separating them the elaborate message was weakened. Ten years later, although still
associating the statues in the numbering of his plates, Thomassin, in his Recueil des Figures,
Groupes, Thermes, Fontaines, Vases, Statués & autres Ornemens |...| dans le Chateau et parc de
Versailles..., orders them differently. He puts the Poéme Héroique first and therefore blurs the
image of the concept of « Les quatre poemes », further obscuring Quinault’s purpose in his
Ballet for Psiché *. With this restriction, the engravings published by Thomassin in 1694 have
the merit to give a first well-defined image of each poem (Figure 14, 15, 16 & 17). One cannot
miss the omnipresence of music instruments: trumpet, lyra, and pan flute are linking the godly
figures with the arts they are representing. The thyrsus, was used to hit the floor and one of
the instruments of orgiastic feasts. The royal chronicler André Félibien (1619-1695) had seen
this use of the thyrsus in the Versailles party of 1668%, at the end of George Dandin by Moliére:
« All the dancers mingle together, and among the shepherds and shepherdesses are four of
Bacchus's followers with thyrsus, and four bacchantes with a kind of Basque drums, which
represent those sieves which they formerly carried during the feasts of Bacchus. Of these
thyrsus, the followers hit the screens of the bacchantes and do different postures while the
shepherds and the shepherdesses dance more seriously. »* This last observation gave us a hint
about the comical use of the phallic symbol, well in the satirical spirit.

83 Even today, there is still some ambiguity in the understanding of the program behind the royal visual
propaganda. See: La Moureyre, Francoise de. “Réflexions sur le style des statues aux facades du chateau de
Versailles” in Bulletin du Centre de recherche du chatean de Versailles [Ein ligne], Articles et études, mis en ligne le 16 juin
2008, URL: http://crev.revues.org/992 . See also : Versailles, décor sculpté extérienr by Béatrix Saule, Conservator

in chief of the Chateau de Versailles: http://www.sculpturesversailles.fr/html/5b/index/index.htm (Both sites
accessed 8 November 2017.)

84 The 1668 party was celebrating the treaty of Aix-la-Chapelle.

85 « Tous les Danseurs se mélent ensemble et 'on voit parmi les Bergers & les Bergeres quatre suivans de
Bachus avec des thyrses & quatre bacchantes avec des especes de tambours de Basque qui représentent ces
cribles qu’elles portaient anciennement aux fétes de Bachus. De ces thyrses, les suivans frappent sur les cribles
des Bacchantes, & font differentes postures pendant que les Bergers & les Bergeres dansent plus sérieusement.
» in Félibien, André. Relation de la feste de V'ersailles du 18° juillet 1668. Paris: Pierre Le Petit, 1668, p. 28.
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Figure 14: Le Poéme Heroique (1674—1680)
etching of 1694 by Simon Thomassin (ca. 1652—1732) of the sculpture by Jean Drouilly (or De Rouilly) (1641—
1698),
after a design by Charles Le Brun (1619-1690), Plate 107 from Recueil des Figures, Groupes, Thermes, Fontaines,
Vases, Statués & autres Ornemens tels qu'ils se voyent d present dans le Chatean et parc de V'ersailles, gravé d'apres les

originanx. Par Simon Thomassin.
Collection of Gilbert Blin.
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Figure 15: Le Poéme Lyrique (1681-1682)
etching of 1694 by Simon Thomassin (ca. 1652—1732) of the sculpture by Jean-Baptiste Tuby (1635-1700),
after a design by Charles Le Brun (1619-1690), Plate 108 from Recueil des Figures, Groupes, Thermes, Fontaines,
Vases, Statués & autres Ornemens tels qu’ils se voyent d present dans le Chatean et parc de Versailles, gravé d’apres les

originaux. Par Simon Thomassin.)
Collection of Gilbert Blin.
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LE POEME PASTORAL.

Figure 16: Le Poéme Pastoral (1675-1681)
etching of 1694 by Simon Thomassin (ca. 1652—1732) of the sculpture by Gérard-Léonard Hérard (1637— 1675)
& Pierre Granier (1655-1715),
after a design by Charles Le Brun (1619-1690), Plate 109 from Recueil des Figures, Groupes, Thermes, Fontaines,
Vases, Statués & autres Ornemens tels qu'ils se voyent d present dans le Chitean et parc de 1 ersailles, gravé d’apres les

originaux. Par Simon Thomassin.)
Collection of Gilbert Blin.
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Figure 17: Le Poéme Satyrique (1674—1679)
etching of 1694 by Simon Thomassin (ca. 1652—1732) of the sculpture by Philippe de Buyster (1595-1688),
after a design by Charles Le Brun (1619-1690), Plate 110 from Recueil des Figures, Groupes, Thermes, Fontaines,
Vases, Statués & autres Ornemens tels qu’ils se voyent d present dans le Chatean et parc de Versailles, gravé d'aprs les

originanx. Par Simon Thomassin.
Collection of Gilbert Blin.
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2.7 The Four Poems and Quinault’s « anchainement »

After the chorus of mixed musical forces that opens the feast, with episodes of
alternating dances and songs, the series of four entrées in Psiché develop the quadruple
gods/poems approach. The meaning resides not only in the four main gods but in their
retinues, made up of singers, dancers and on-stage instrumentalists, which in turn emphasize
their association to the four forms of poetry. The musical instruments that had a decisive role
in clarifying the identity of the four poems in Ripa are carried by the gods’ followers in Pszché.
The lira (depicted as a lira da braccio on the 1643 Jacques de Bie’s engraving for the « Poeme
lyrique ») is given by Quinault to one of the Muses. (A feminine figure was also chosen by Le
Brun for Versailles.) The trumpet that Mars was holding has now been multiplied and blown
by nine trumpeters; Pan’s flute® from the Pastoral likely appears together with the « Aegipans
», the satyrs who accompany Bacchus, while Momus, still holds a « Thyrse », possibly used as
a percussion instrument, as his followers, Matassins and Polichinelles, have costumes with
small bells. All of these instruments were undoubtedly integrated with the orchestration during
the performance. The visual indications of musical instruments in the costume iconography
related to Pszché are numerous and a thorough analysis of them could certainly be useful for
the musical performance of each section®’.

In addition to completing the identity of the four divinities, these four groups create a
subtle but clear link between the deity they accompany and the one to follow. In this way,
Quinault follows one of the precepts formulated by the Abbé Michel de Pure (1620—-1680) in
his Idée des spectacles anciens et nonvean, published in 1668. The rhetorician states that the entrée is
independent of that which precedes it and of that which follows it. But he insists that it may
prove advantageous to link the entrées together by « anchainement », by concatenation, a kind
of invisible web of what he calls the « incidents », which are the thematic links that develop
from one entrée to the other®. Here is my understanding of the incidents in the ballet of Psiché:
Apollon is accompanied by the Muses and the Arts, but the libretto points out that the Arts
are dressed as « Bergers Galants » (gallant shepherds) to make a more fitting appearance at the

86 Pan was considered as one of the possible originators of bucolic poetry. See: Colletet, Guillaume. Discours dn
Poéme Bucoligue. Patis: Louis Chamhoudry, 1658, p. 2, in L'art poétigue du Sr Colletet, o1 il est traitté de I'épigramme, du
sonnet, du poéme bucolique, de I'églogue, de la pastorale et de l'idyle, de la poésie morale et sentencieuse, avec un disconrs de
[éloquence et de ['imitation des anciens, un antre discours contre la traduction et la nonvelle morale du mesme authenr. Paris: A.
de Sommaville & .. Chamhoudry, 1658.

87 The special context of a performance can also provide some extra information: in 1671 in Dunkerque, during
the concert performance of Psiché, cannons were shot following the invitation of Mars, which emphasizes the
double importance of « props »: visual and accoustic. For the Dunkerque performance, see: Powell, John S.
“The Metamorphosis of Psyché” in Les Métamorphoses de Psyché. Dossier établi par Carine Barbafieri et Chris
Rauseo. Valenciennes: Presses Universitaires de Valenciennes, 2004, pp. 227-251.

8 « Section VII. Des incidents. Encore que nous laissions la liberté au Poéte de détacher les Entrées les unes
des autres, il est toutefois avantageux pour Elles, & pour le Sujet, qu’elles soient bien liées entr’elles : & que la
suite fasse une espece d’anchainement, comme indivisible. Cette liaison se fait avec plus de facilité & plus de
petfection par le moyen des Incidents, & lors que PEntrée est un progres ou un embarras de celle qui a precedé,
ou une préparation pour celle qui suit. » in Pure, Michel de. Idée des spectacles anciens et nonveaus. Des anciens : cirques,
amphithédtres, théitres, nanmachies, triomphes ; Des nouveaux : comédie, bal, mascarades, carosels, conrses de bagues et de testes,
Joustes, exercices el revues, militaires, feux d artifices, entrées des rois & des reynes [...J. Paris: Michel Brunet, 1668, p. 242.
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Feast. Their pastoral disguise — an echo of La Grotte de 1V ersailles”? — connects them with the
bucolic world of Bacchus and Silene, themselves introduced by a court of Maenads and Satyrs.
The drunken energy of their scene links with the arrival of Polichinelles coming to « join their
jokes and banter » to the feast. Followers of Momus, these theatrical characters are
accompanied by Matassins, dancers who, in public squares, imitated war in a burlesque manner.
Thomas Corneille (1625-1709) in his Dictionnaire des Arts et des Sciences relates them to Mars:
« the Dancers who were called Matassins, were dressed in little Corselets, with golden helmets,
bells on their legs, and the sword and shield in their hands. It was made by imitation of a Dance
Numa [Pompilius] instituted for the Salii, Priests of the god Mars, who danced with weapons
»” Their presence indeed prefigures that of Mars, who leads Wartiors and an on-stage military
music band, including timpani, and encourages them « to enjoy their leisure by taking part in
the Divertissement ». In 1671, while peace is celebrated in the opening verse of the Prologue,
military power was still on the royal agenda as the kingdom of France was preparing to go to
war with the Dutch Republic and declared it the following year”.

This pattern of successive musical and theatrical numbers carries the spectacular energy
into a final grandiose reprise of the general chorus, which orders « drums and trumpets » to
mix with « musettes ». The musettes were already a traditional instrument of the Ba/let de Cour
and Charles-Emmaneul Borjon (1633—1691) in his Traité de la musette of 1672 stresses the place
that the instrument attained in Louis XIV’s spectacles: « We have nothing sweeter nothing
more marvelous than concerts of it, as we know from those which often contribute to these
entertainments of our invincible monarch. The pastoral and bucolic spectacles cannot do
without them and one sees them nearly every year in the King’s ballet »”%. The rhetoric of
military instruments opposed to pastoral ones was to become a convention of the French
Tragédie en musique”.

8 The dancers may even have worn the costumes used for the performance of La Grotte de VVersailles the
preceding year: once the principle of the reuse of the sets of Ercole amante was accepted, costumes could also
come from the stock of the Menus-Plaisirs.

9 « Sorte de danse folastre. C’était autrefois une danse, dont les Danseurs qu’on appelloit aussi Matassins,
estoient vestus de petits Corcelets, avec des Morions dorez, des sonnettes aux jambs, & ’épée et le bouclier aux
mains. Elle estoit faite a 'imitation d’'une Danse que Numa institua pour les Saliens, Prestres de Mars, qui
dansoient avec des armes. » Thomas Corneille’s definition of « Matassin »: in Le dictionnaire des arts et des sciences.
T.2, M-Z / , de M. D. C. de ' Académie francoise. Nonvelle édition revue, corrigée et angmentée par M***%, de [’ Acadénmie
royale des sciences... Paris: Le Mercier, 1732.

91 See: Bluche, Francois. Louis XI1/. Paris: Fayard, 1986, pp. 359-386.

92 « Dans I’estat ou est a present la Musette on ne peut rien trouver de plus doux, ny de plus merveilleux que les
concerts qu’on en fait, comme on le peut juger par ceux qui contribuent souvent a ce divertissement de notre
invincible Monarque. Les representations pastorales & champestres ne s’en sgauroient passer, & nous en
voyons presque tous les ans dans les balets du Roy. » See: Borjon de Scellery, Charles-Emmanuel. Tra:té de la
musette, avec une nouvelle méthode pour apprendre de soymesme a josier de cet instrument facilement et en peu de temps. Lyon: J.
Girin and B. Riviere, 1672, p. 33. For the musette at the French court, see: Leppert, Richard D. Arcadia at
Versailles, Noble Amateur Musicians and Their Musettes and Hurdy-gurdies at the French Court (¢.1660-1780), A Visual
Study. Amsterdam and Lisse: Swets & Zeitlinger, 1978.

% Lully « a fait entrer agreablement dans ses Concerts jusqu’aux Tambours & aux Timbales, Instrumens qui
n’ayant qu’un seul ton sembloient ne pouvoir rien contribuer a la beauté d’une harmonie, mais il a s¢t leur
donner des mouvmens si convenables aux Chants ou ils entroient, qui la pluspart estoient des Chants de guerre
& de triomphe, qu’ils ne touchoient pas moins le ceeur, que les instrumens les plus harmonieux.» in Des hommes
illustres qui ont parn en France pendant ce siécle, avec leurs portraits au naturel. Tome 1/, par M. [Charles] Perrantl,... Paxis:
A. Dezallier, 1696, p. 86.
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Quinault’s Ballet in Pszché not only refers to the past tradition of the Ballet de Conr, but
also prefigures the future stylistic definition of French opera, made of heterogeneous
components all united by the power of lyric art, in his poetic and musical expression. It was
indeed a recognized characteristic of lyric poetry to be of an assimilating capability and of
supetior nature”. As Jean Baudouin (ca. 1590-1650), explained in his edition of Ripa: « In only
one thing, the Lyric Poet tightens several others [...] Brevi complector singular cantn. That is to say,
in a few words I contain everything ».” In accordance with this tradition, the last entrée of
Psiché’s Ballet, which « incorporates all the others »”, is cleatly a moment of unification. This
concept of a poetic integration in the form of the ballet had already found an expression under
the hand of Claude-Franc¢ois Ménestrier (1631-1705). In his Rewarques pour la conduite des Ballets,
the Jesuit states, after listing different forms of poetry (epic, satiric and dramatic): « The Ballet
includes them all, and as learned painters skillfully mix fantasies with pieces of history, we do
a dance mixing Serious and Ridiculous, Natural and Chimerical, Fabulous and Historical to
make a fair Ballet ».”” Quinault, in his 1671 Ballet for Psiché, makes an attempt to allegorically
describe a poetic form and, in the shape inherited from the Ballet de Cour of a poem about
poetry, produces a poetics manifesto for the not yet born French opera™. In 1671, the vision
of potentially creating a new type of lyric art was a daring concept, one which proved to be
possible by Quinault and Lully two years later with their first original opera, Cadmus et Hermione,
a piece which will establish the form of French opera for the years to come.

The history of the different versions of Psiché will support this interpretation: the multiple
paternity of 1671 finds an echo in 1678, when Lully, unable to collaborate with Quinault during
the lattet’s banishment from the French court, asked Thomas Corneille to transform the drama
written by Moli¢re and Pierre Corneille (Thomas’s elder brother) into an opera, requesting that
he keeps the pre-existing musical material and therefore Quinault’s texts. Thomas Corneille
had to shape a new piece, creating a Quinault-style adaptation of the myth where the original
divertissements would find their natural places in the narration. The poetic program of the
Ballet from Psiché had proven to be valid in the intervening years, and for his first opera libretto,

%4 Quinault’s attachment to hierarchy appears during his entrance at the Académie francaise: « Il en est du
Royaume des Lettres ainsi que des autres Empires, il doit y avoir de la subordination, & ’harmonie ne s’y
trouveroit jamais parfaite, si tous les Genies s’y rencontroit également élevez. » in « Compliment fait en 1670,
par Monsieur Quinault, Auditeur des Comptes, lorsqu’il fut rect a la place de Monsieur Salomon. » See: Recueil
des harangues prononcées par Messienrs de I"’Académie frangoise dans lenrs réceptions, & en d'antres occasions différentes, depuis
Lestablissement de I'Académie jusqu’a present. Paris: Jean Baptiste Coignard, 1698, p. 102.

% « Sa figure est celle d’une jeune Femme, qui tient de la main gauche une Lyre, & de la droite un archet. Son
habillement est de plusieurs couleurs, mais agréable a voir & assez étroit, pour montrer que dans une seule
chose, le Poéte Lyrique en resserre plusieurs autres ; comme il est signifié par ces paroles latines, Brevi complector
singula cantu. C’est a dire, en peu de mots je comprends [contiens| toutes choses. » See: [Ripa, Cesare].

Iconologie. .. Textes par Jacques Baudouin. Paris: 1643, Deuxi¢me partie, p. 78.

% « Derniere entrée. Les quatre Troupes differentes, de la suite d’Apollon, de Bachus, de Mome, & de Mars
apres avoir achevé leurs Entrées particulieres, s’unissent ensemble, & forment la derniere Entrée, qui renferme
toutes les autres. » in Psiché, tragi-comédie et ballet. .. Paris: R. Ballard, 1671.

97 « Le Ballet les embrasse toutes, & comme les Peintres scavans meslent addroitement des fantaisies aux pieces
d’Histoire, on fait une danse meslée du Serieux & du Ridicule, du Naturel & du Chimerique, du Fabuleux & de
PHistorique pour faire un juste Ballet. » in Ménestrier, Claude-Francois. Remarques pour la conduite des ballets. Lyon:
Jean Molin, 1658, p. 50.

98 See: Norman, Buford. Quinault, librettiste de Lully, Le poéte des Grices, translation by Thomas Vernet and Jean
Duron. Versailles: Centre de Musique Baroque de Versailles, and Lieége: Mardaga, 2001, pp. 74-76.
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indeed the first opera libretto for Lully not written by Quinault himself, Thomas Corneille
rigorously followed the precepts that Quinault had created in the early 1670s. But in 1678, this
original form was already outdated, and that may explain the semi success Psyehé in its full
operatic form met then with the Paris audience. In 1675, Thesée had been the last attempt of
Quinault to have the four forms of poetry present in his opera™. Abbé Dubos (1670-1742)
remarked in 1679 that Quinault « would not have made two operas, that he understood well
that the characters of jesters, so essential in the Opera of Italy, were not appropriate in Opera
made for French people. Thesée is the last Opera where Monsieur Quinault introduced jesters;
and the care he took to ennoble their character, shows that he had already felt that these roles
were out of place in tragedies made to be sung, as well as in the tragedies made to be declaimed.
»'" Forgetting the fundamental influence of the Ballet de Conr, the presence of Tragédie in the
French opera would dominate for a decade while the opera monopoly of Lully made any
attempt to create an alternative remarkable. I will show in the next chapter how Marc-Antoine
Charpentier (1643—1704) has been working on a different path.

9 Blin, Gilbert and Stubbs, Stephen. “Thésée - a mirror of its time” in Boston Early Music Festival & Exchibition,
June 11-17, 2001. The French Influence in Eurgpe. Cambridge (MA) : Boston Early Music Festival, 2001, pp. 128-
129.

100 « Monsieur Quinault qui travailla pour notre theatre Lyrique apres les Auteurs que j’ay citez, n’eut pas fit
deux Opera, qu’il comprit bien que les personnages de bouffons, tellement esssentiels dans les Opera d’Italie,
ne convenoient pas dans des Opera faits pour des Francois. Thesée est le dernier Opera ou Monsieur Quinault
ait introduit des bouffons; & le soin qu’il a pris d’annoblir leur caractere, montre qu’il avoit déja senti que ces
rolles étoient hors de leur place dans des Tragedies faites pout étre chantées, autant que dans les Tragedies
faites pour étre déclamées. » in Dubos, Jean-Baptiste. Réflexions Critiques sur la Poésie et la Peinture. Patis: Jean
Mariette, 1679. 1, pp. 159-160.
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3. The Alternative French System
of Marc-Antoine Charpentier

3.1. Practice and context of the research

« I can take any empty space and call it a bare stage. »

Peter Brook, The Enpty Space.!

My research about Marc- Antoine Charpentier (1643—-1704) as opera composer was
prompted by a series of stage productions. Starting with a unique experimental performance,
the Chamber Opera Series productions of the Boston Early Music Festival have known a fast
and radical growth. Since 2008, eleven baroque operas have been presented, and among them
four pieces of Charpentier, fulfilling what Kathleen Fay, Executive director, had planned for
the Boston Early Music Festival as an alternative to our biennial fully staged baroque opera
blockbusters: « Produce smaller-scale, known operas, during the concert season in Boston,
concert version or semi-staged, eventually fully staged »*. In the program book of our first
performance, Paul O’Dette stated clearly the importance of this notion in his definition of the
repertoire for the BEMF Chamber Opera Series: « Charming small-scale works performed in
intimate spaces for select audiences »*. While the qualification of « charming » was eminently
subjective, the « small-scale » referred as much to the musical performing forces as to the actual
length of the baroque operas BEMF had been exploring so far. The word « intimate » was
related to the quality and the nature of the relation between audience and opera, rather than
the actual location where the planned production would be presented to the audience. In fact,
the performance venue for each creation, Jordan Hall in Boston®, is a large, early 20®-century
concert hall suitable for a symphonic orchestra and a large chorus. Furthermore, the idea that
these productions should be easily presented in other unidentified venues, during touring,
added to the conundrum. Clearly, the performance side of the project was going to be a

! Brook, Peter. The Empty Space (1968). New York: Touchstone, 1996, p. 7.
2 Fay, Kathleen. Internal note, Boston Early Music Festival, 2007.

3 O’Dette, Paul. “The BEMF Chamber Opera Seties” in An Evening of Chamber Opera, Boston Early Music Festival
Program Book, 2008—2009 Concert Series. Cambridge (MA): Boston Early Music Festival, 2008, p. 2.

* Opened in 1903, Jordan Hall has a total seating capacity of 1,051. The dimensions of the stage are 40 feet
(12.2 metres) wide (46 feet [14.0 metres| near the proscenium) by 29 feet (8.8 metres) deep.
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challenge. The specific nature of the « chamber » performance appealed to me instantly, and it
still does: not a concert, yet not an opera either. But how should I create the feeling of intimacy
with the work, in such a vast, conventional and non-period space? The objective was to find
an alternative, a different approach, specifically designed for BEMF, to perform a specific
opera repertoire. My chosen dramaturgical approach is to try to question in a new perspective
the relationships between time, musical and poetic, and space, real and mental. I have tried,
and I am still trying, to answer the following questions by looking at the librettos: How to
produce a « dramatic » space in a concert hall? How to create the intimate space closer to the
« chamber » character of the original opening performance? How to make the emotions more
direct and close by? How to tell a story in a way which would bring a type of emotion not to
be found easily in the concert hall or the opera house?

Obur first offerings were, coupled in a single performance in 2008, 1enus and Adonis by
John Blow (1649-1708) and Actéon by Charpentier. These two pieces were joined because of
the closeness of the probable dates of their compositions around 1683, and also because of
the poetic theme their anonymous librettos have in common: the hunt. Venus and Adonis and
Actéon each depict the sad fates of two unfortunate hunters who encounter powerful female
deities. In Blow’s courtly adaptation of the myth of Adonis, Venus falls in love with Adonis
after being struck by Cupid’s errant arrow and encourages him to hunt the very wild boar that
ultimatly will gore him to death. In Charpentiet’s .Actéon, when the title character discovers the
goddess Diane bathing with her nymphs in the woods, he incurs her wrath and is transformed
into a deer and torn apart by his own hounds. Blow’s and Charpentier’s musical dramaturgies,
including the orchestration, have in common that they are well suited to a single space shared
by singers and instrumentalists, without the operatic convention dictating a distinction
between a stage and a pit. Our performing formula to present chamber operas opted for a
rather small number of instrumentalists typically similar to the number of singers. In term of
forms, we had an English work that appears to be unique — it is considered to be the eatliest
surviving English opera — and next to it, what seems to be the original effort of a French
composer, whose operas are definitely oriented toward alternative works, at a time when
French opera business and aesthetics are still dominated by the figure of Lully. I have always
been interested by this singular position of Charpentier and, while the English Chamber
Operas will be addressed in the next section, the present chapter treats the ways I put
Charpentier’s little operas in relation with historical, literary and poetic references’.

Among the many composers active in France at the end of the seventeenth century,
Charpentier undeniably holds a striking position. Born in France, he began his long career,
after formative years in Italy, at the time when Jean-Baptiste Lully, the Italian-born creator of
French opera, enjoyed royal patronage. Charpentier’s works, little published during his lifetime,
are happily still known to us thanks to his manuscripts; this large collection, probably
assembled by Charpentier himself, demonstrates the magnitude of his talents, starting with an
impressive quantity of religious music, suitable to almost all occasions of Catholic pomp and
ceremony. Wiley Hitchcock (1923-2007) has compiled the catalogue of these impressive
works®, and its publication in 1980 prompted a new interest in the music of Charpentiet’.

5 This chapter, focusing on the libretto of Charpentier, does not offer any visual figures.
¢ Hitchcock, H. Wiley. Les anvres de/ The works of Marc-Antoine Charpentier, Catalogne raisonné. Patis: Picard, 1982.

71 directed my first production of Charpentier’s Aczéon in March 1988 for the ensembles Les Arts Musicanx and
Centrale Thédtre, composed of students of the Ecole Centrale des Arts et Manufactures (Chatenay-Malabry, France).
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Around the same time, the work of William Christie and his ensemble Ies Arts Florissants — the
name of which was inspired by one of Charpentiet’s secular works — started to create a myriad
of memorable musical experiences through performances and recordings®. Finally, the edition
of the manuscripts of Charpentier published by Minkoff in facsimile since 1989 made the
original material widely available.

Although Charpentier’s secular works are significantly less numerous, the
compositions he wrote for the stage are, as is his sacred music, quite diverse. Among his
productions the genre of chamber opera — « petit opéra » as musicologist Nathalie Berton has
categorized them so clearly since 1996 ° — is represented by remarkable pieces. Three of them
are presented here: Les Plaisirs de 1 ersailles, an allegorical piece, holds a special place in his opera
production because of its clear closeness to Louis XIV. La Couronne de Flenrs, a symbolic but
fleeting piece, has heretofore been misunderstood and underestimated. My findings reveal a
possible attempt by Charpentier to have this music performed outside the French capital. The
ambitious yet incomplete La Descente d’Orphée aux Enfers is a work which, as I will try to
demonstrate, was written by Charpentier with the hope of it being performed by the Académie
Royale in Paris. This piece seems to mark a dramaturgical attempt to go back to the Pastorale
origins of the French Opera, as this Pastorale seems to deliberately ignore the features of the
genre of the Tragédie en musique established by Philippe Quinault and Lully. Despite their
differences in the dramatic development, these pieces were all written on anonymous librettos.
At least so far, the identities of Charpentiet’s collaborators were unknown.

3.1.1 Methodology applied to Charpentier

Preparing my Charpentier productions for the Chamber Opera Series of the Boston
Early Music Festival, I started, like I did for the texts by Quinault for Lully, by making a
transcript of the librettos. The extensive editing from the scores and the translating work on
the librettos of Charpentier « petits opéras » was a major element in the construction of the
productions'’. Nevertheless, for each piece, I needed to know more about the possible nature
of the first performances of Charpentier’s creations, to extend the resonances and
ramifications inherent in the librettos. The research was problematic, as compared to music
there are only a few sources about Charpentier’s literary connections. Besides, for most of
these pieces, the question remains: what was the intended or actual form of their first
performance? Or, more aesthetically, for which type of performance did Charpentier intend
to write them? Because of the anonymity of most of his librettists, many of his works have
been only considered from the musicological point of view. To me, the fact that some of
Charpentiet’s scores mention names of performers in the service of the Guise family, for
whom Charpentier worked for many years as composer in residence, was puzzling and seemed

8 See: Vidal, Pierre. Awu canr du baroque, 1es vingt ans des Arts Florissants. Catalogue d’exposition (Paris, 1999). Paris:
Bibliotheque nationale de France, 1999.

9 Berton, Nathalie “Le petit opéra (1668—1723) : aux marges de la cantate et de 'opéra” (PhD diss., Université
de Tours, 1996.) For part of the thesis, see also: Berton-Blivet, Nathalie. “L.e Mercure Galant, une source pour
penser le petit opéra”. Juin 2008, Paris, France IRPMF, p. 29, études et documents de 'IRPMF en ligne.

https:/ /halshs.archives-ouvertes.fr/halshs-00632138 (Accessed 15 August 2017) See also: Berton, Nathalie. Les
petits opéras de Marc-Antoine Charpentier, cabier Philidor N°34. Versailles: Editions du Centre de Musique Baroque de
Versailles, 2007.

10 My editions of the librettos and my translations are available in the Appendix.
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to diminish the scope of these pieces''. At this stage, the anonymity of the librettos did not
pose a problem but reduced the quantity of paratexts as compared to librettos whose poetic
authorship was published or simply firmly established. More than the obvious interest for
performers, including me, to become more familiar with the personal musical style of a
composer'’, the prospect of following my large-scale Lully spectacles'’ with another kind of
piece from the same period, was the opportunity to extend my field of research. Presenting
different pieces by the same composer in an ongoing series also offered some useful points of
reference for members of the audience, who were then able to enjoy the new show more than
the previous one by way of expansion of their knowledge of the period.

The « paratext » is first a concept in literary interpretation. Its refers to the material
around the main text of published authors: other constituents supplied by the authors, editors,
printers, and publishers, is known as the paratext. Unfortunately, as Charpentier’s « petits
opéras » were not published, these added elements, which usually form a first frame for the
main texts, poetic and musical, are missing. To increase the amount of data, it appears
necessary to me to extend the notion of paratext and therefore I was attracted by the thinking
of Gérard Genette'* on « transtextuality ». According to him transtextuality is « all that sets the
text in relationship, whether obvious or concealed, with other texts » and [that] it « covers all
aspects of a particular text »"°. Genette described transtextuality as a « more inclusive term »
than intertextuality, notably when he defines his concept of hypertextuality. Genette explains
that hypertextuality refers to any relationship uniting a text B (the hypertexi) to an earlier text A
(the hypotext)'®. My research for hypertexts related to Charpentier’s « petits opéras » was
nourished by the fundamental assumption that the baroque opera performance was made of
various « paratexts » keeping in mind that in France in the seventeenth century they are mostly

1'The research and publications of Catherine Cessac and Patrica Ranum were excellent starting points but do
not address the question of the performance as such and often ignore the possibility that a work could have had
multiple performances that took place in differing contexts and settings.

12 Although this aspect, inspired by the history of Les Arts Florissants and William Christie, was of course a
reference.

13 Thesée (BEMF 2001) and Psyché (BEMF 2007).

14 Gérard Genette was born in Paris in 1930 and received his professorship in French literature at the Sorbonne
in 1967. Among other positions, Genette was research director at the Fcole des hautes études en sciences
sociales and a visiting professor at Yale University. Genette is largely responsible for the reintroduction of a
rhetorical vocabulary into literary criticism. Additionally, his work on narrative is best known in English
through the selection Narrative Discourse: An Essay in Method. His major work is the multi-part Figures series, of
which Narrative Disconrse is a section. His trilogy on textual transcendence, which has also been quite influential,
is composed of Introduction a l'architexte (1979), Palimpsests: Literature in the Second Degree (1982), and Paratexts.
Thresholds of Interpretation (1997). Terms originating in his vocabulary and systems have become widespread, such
as the term « paratext » for prefaces, introductions, illustrations, or other material accompanying the text, and «
hypotext » for the sources of the text.

15 Genette, Gérard. The architext: an introduction. Berkeley (CA): University of California Press, 1992, pp. 83 & 84.
16 Gérard Genette explains that « Hypertextuality refers to any relationship uniting a text B (which I shall call
the hypertexi) to an eatlier text A (I shall, of course, call it the hypotext), upon which it is grafted in a manner that

is not that of commentary ». See: Genette, Gérard. Palimpsests: Literature in the Second Degree. Lincoln (NA):
University of Nebraska Press, 1997, p. 5.
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related to the poetic text, here the hypotext. The question was to see how much Charpentier
created his own opera style, and how to interpret it in the frame I had at my disposal.

Meédée, the only Tragédie en musigue by Charpentier, is a work which seems to be able to
define itself only through the mirror of the Lully operas, and Benjamin Pintiaux'” wrote acutely
that the « rediscovery of ‘the masterpiece’ has been superseded by rediscovery of a repertory
within which we can perceive intertextual links ». Like Benjamin Pintiaux, I believe that the
search for direct sources « reminds us that, at the end of the seventeenth century the
production of an opera was — even more than in the spoken theatre — a multi-layered creation
involving the interaction with existing works and the intertextual skills of the audience: a ‘game’
which extended beyond the libretto and music to the inevitable use of décors, machines or
costumes »."® Could the same attitude be applied to shorter works by Charpentier? Could, like
for Meédée, the textual and musical frame of reference in the wake of Lully operas be
reconsidered and applied to the « petits opéras »? Could I make readable — and enjoyable —
some signs that the intertextual skills of the audience may have deciphered at the time?

After looking closely at both librettos and scores, the hypotexts, while connecting them
with the literature and theatre history of the period, I came across some unexpected paratexts
and possible hypertexts, creating innovative perspectives useful for my staged productions.
These reflections, of which some synthesis I present here under the form of answers to the
three questions, defined the dramaturgy of my staged productions of Charpentier’s operas:
Could shorter works of Charpentier be considered as a multi-layered creation involving the
interactions with other existing works and the intertextual skills of the audience? Could the
textual and musical frames of reference, not necessarily aligned on the Lully operas, be
reconsidered and applied to les « petits opéras »? Could I make readable today — and enjoyable
— some signs that the intertextual skills of the audience may have deciphered at the time? It
emerges from this research that what I call the French System of Charpentier cannot be
dissociated from the question of the librettos’ authorships of his « petits opéras »: The poetic
component of his works creates an « alternative » program to the one Lully and Quinault
created and developed in the 1670s.

It has been emphasized repeatedly that Charpentier’s dramatic music did not have the
same fortune as that of his contemporary, Lully”. Nevertheless, starting in 1672, when he
replaced Lully to become the collaborator of Moli¢re (1622—1673), Charpentier wrote the
music for many new plays and revivals for the spoken theatre. This activity, which saw a
renewed productivity when the Comédie-Frangaise was created in 1680, put him in contact
with celebrated actors who were also authors: Poisson, Baron, Dancourt among them™. But
Charpentier also composed on texts from contemporaneous writers who were already

17 Benjamin Pintiaux is a historian and musicologist, doctor of the Ecole des hautes études en sciences sociales.
His thesis 1.°Abbé Pellegrin et la tragédie en musique, under the direction of Catherine Massip, is soon to be
published (Mardaga-C.M.B.V.).

18 Pintiaux, Benjamin. “M¢édée within the Repertory of the tragédie en musique: Intertextual links and the
« Posterity » of Charpentier’s opera.” in New Perspectives on Marc-Antoine Charpentier, edited by Shirley Thompson.
Farnham: Ashgate Publishing, 2010, p. 252.

19 Cessac, Catherine. Mare-Antoine Charpentier. Paris: Fayard, 1988, pp. 125 & 126.
20 Raymond Poisson (1633-1690), Michel Boiron dit Baron (1653-1729), Florent Carton dit Dancourt (1661—
1725).
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recognized literary figures: La Fontaine, Madame Deshouliéres, Pierre Corneille”; to mention
just those whose names are still remembered today. More significantly, Charpentier, during the
same time Lully’s partnership with Quinault was producing work after work, had been
collaborating repeatedly with Jean Donneau de Visé (1638—-1710) and Thomas Corneille
(1625-1709). These two dramatists, who working as a team created many literary productions
at the time, benefited greatly from Charpentier’s talents: the three artists collaborated at least
on six productions together. This count does not include the additional undocumented
projects that such an ongoing collaboration must have produced: plays which were never been
performed or printed. Indeed, there is the fundamental assumption on my part that
Charpentier may have written exclusively to be performed, and that he conceived his operas
like other composers of the time did: as a composition, text and music, to be performed in
front of an audience. Without a doubt the librettos and texts the composer used for his « petits
opéras » are all very different from each other and this may suggest different hands. But there
is no reason to believe that these writers must be from a circle other than the ones that we
know Charpentier was associated with at the Comédie-Francaise, and before 1680 with the
company founded by Moliere. The notion of attributing some librettos to specific writers, like
I do in this chapter, is not only based on a literary approach but takes into consideration what
could have been the frames of a possible performance.

The sections in this chapter were all begun as dramaturgical tools once the choice of
the work(s) had been made by the directors of the Boston Farly Music Festival, including
myself. Transcriptions, translations, staging notes, readings, visits to various sites, meetings
with musical directors, and rehearsals with singers have been the sources of multiple notes and
references which all found their way into the present reflections®. When a specific work was
finally presented to an audience, a set of program notes gave a first summary of the state of
the research, and as revivals, touring and audio recordings developed, the research continued,
and my hypotheses were presented during lectures, and in publications in program books and
CD booklets associated with these events™. First elaborated intuitively, some hypotheses
gained vitality as they also had to be testable, since the next step was to do some experiments
to determine whether the hypotheses were right. These hypotheses led to one or more
performing predictions that were tested by experimenting in the stage shows. Because of the
multiple interactions between the elaborations of these projects, this investigation is presented
here chronologically, meaning the pieces are explored in the order they must have been
conceived and/or performed in the seventeenth century. This order allows following
Charpentier in his attempt to establish himself as an opera composer. It tries to enhance the
performance perspective on mostly three of his « petits opéras » : Les Plaisirs de Versailles, La
Conronne de Flenrs and La Descente d’Ornphée anx Enfers, but also alludes to some other works.

2! Jean de La Fontaine (1621-1695), Antoinette de Lafon de Boisguérin des Houlieres ou Deshoulieres,
Madame Deshouli¢res, née Antoinette du Ligier de la Garde (ca. 1634 or 1638—1694), Pierre Corneille (1606—
1684).

22 This research started during the preparation for my staged productions for the Boston Early Music Festival.
Previous versions of some these texts have been published as program notes for the show and/or as booklet
notes for the CD recordings of the pieces by the Boston Early Music Festival, Musical Directors Paul O’Dette
and Stephen Stubbs, for which I served as Drama Coach: Actéon and La Pierre Philosophale (CPO 777 613-2); La
Couronne de Fleurs and La Descente d’Orphée anx Enfers (CPO 777 876-2).

23 See Bibliography.
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Les Plaisirs de Versailles (H. 480), a « divertissement » in four scenes, was written by
Charpentier for Versailles in 1682—1683. This light and comic piece is a snapshot of « Les
Soirées d’Appartements » in the Versailles castle and presents allegorical characters who debate
about the best way to spend an evening at Versailles. The personification of music, « La
Musique », argues with « La Conversation » because she wants to be heard without distraction.
This comic element is supplemented with the evocation of eating and gaming. The presence
in the title of the name of the famous palace of Louis XIV brings immediate cultural and visual
associations. Therefore, for the performance, the research was oriented deliberately to works
which are connected to Versailles. My research focused on the notion of a real space’s self-
fashioning identity: it is the association to what was becoming a cultural icon which makes Les
Plaisirs de Versailles a perfect example of the distinctive creative power of Charpentier.

Charpentier wrote La Couronne de Flenrs (H. 486) in 1684 or 1685 on a text made from
the prologue of Le Malade imaginaire by Molicre. Conceived as a tribute to Louis XIV, this
Pastorale in three scenes introduces the goddess Flore who inspires some shepherds to celebrate
with poetry the exploits of the Sun King and promises in return a crown of flowers to the one
who is the most eloquent. It is not a singing contest, which has been stated incorrectly many
times and misleading until now any kind of serious critical intepretation, but a poetic one: each
of the shepherds is trying to invent the most beautiful poetry praising the king. This simple
but essential clarification in the reading of the libretto has opened new ways to look at the
piece and created the path I follow to establish an authorship for the libretto and possible
circumstances for its intended purpose.

The unavoidable fact of La Descente d’Orphée aux Enfers (H. 488), composed around
1686 by Charpentier, is that the existing manuscript has only two acts. The action stops at the
end of the second act with the permission given to Orphée to bring Eurydice home from the
Underworld if he does not turn to look back at her. This dramatic structure is unknown at the
time: the piece should have a third act completing the myth’s usual development and, even
possibly a Prologue, locating the angle in which this develiment should be seen. The third act
would have depicted the main event of the story of Orpheus, his looking back at Eurydice and
its inevitable consequences. I try to demonstrate that the question of the « missing parts », as
defined in the general introduction and so crucial for this Charpentier major piece, is expanded
but can be addressed by considering Ia Descente d’Orphée anx Enfers as an opera made for the
stage of the Académie Royale de Musique.
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3.2. Les Plaisirs de Versailles opera portrait by Donneau de Visé
for Versailles in 1683

« The most beautiful things are not always the easiest to paint. The grandeur and the brilliance of the
material can dazzle; and when it gives too much to express, one fears to fall under an overheavy
burden, and to enfeeble the beauties one should seek to bring to light, as the most vivid colors would
seem to have little ability to make a portrait that would have some likeness. »

Jean Donneau de Visé about Les Appartements de Versailles, Mercure Galant dédié a Monseignenr le Dauphin,
December 168224,

Marc-Antoine Charpentier’s Les Plaisirs de 1 ersailles stands out among his operas as this
piece has a direct connection to the French monarch. We know nothing certain about a
performance of the piece, but although his librettist remained anonymous, Charpentier offers
a great number of clues in his manuscript score — the only testimony remaining from that time
— about the purpose of this piece and the form of its intended performance®. For a start, the
title is clear and unequivocal, and boldly proclaims the content. Associating the pleasures with
the royal domain was not only a way to advertise clearly its subject matter but also its objective:
the piece itself was conceived to be one of these pleasures and was likely to have been written
not only about but for Versailles. In the Memoire prepared in 1726, before the sale of the
collection of Charpentier’s manuscripts to the French Royal Library, the description for this
opera specifies that it was a « piece for the apartments of the King »*, thereby suggesting that
it was intended to be performed in the royal castle. Furthermore, Charpentier stipulates in his
manuscript where the opera is set: « .a Scéne est dans les app.[artements] » (The action takes
place in the apartments [of the Castle of Versailles]). This double connection with Versailles,
« for » and « in » the Appartements, is one of the most informative aspects of Les Plaisirs de
Versailles and provides a key to understanding it.

Aside from this royal location, we can be reasonably confident that the piece was
intended to be performed in front of the king himself: the last line of the character L.a Musique
refers to « Louis » as the beneficiary of the intent of the plot”’, while the final chorus addresses

2 « Les plus belles choses ne sont pas toujours les plus faciles a peindre. La grandeur & ’éclat de la matiere
éblouissent quelquefois ; & quand elle donne trop a exprimer, on craint de succomber sous 'accablement, &
d’affaiblir les beautés qu’on cherche a mettre au jour, tant les plus vives couleurs semblent avoir peu de force
pour faire un portrait qui ait de la ressemblance. » in Mercure Galant dédié a Monseignenr le Dauphin, Décembre 1682,
Paris : au Palais, 1682, p. 1.

25 Les Plaisirs de 1 ersailles (H. 480) Département de la musique de la Bibliothéque nationale de France, cote F-
PnRés Vm1 259. Cah. 37 ; volume X1, 68—84. Facsimile in Meslanges antographes in (Euvres complétes de Charpentier,
Vol. 11, Paris: Minkoff, 1997.

26 Ranum, Patricia & Thompson, Shirley. “Memoire des ouvrages de musique latine et frangoise de défunt M.
Charpentier. A Diplomatic Transcription” in New Perspectives on Marc-Antoine Charpentier, edited by Shirley
Thompson. Farnham: Ashgate Publishing, 2010, pp. 316—340. The mention of Les Plaisirs de 1 ersailles appears
on p. 322.

27« Si Louis en a ti, / Je me tiens trop heureuse » « If Louis has laughed because of it, / I shall count myself
happy enough. » Les Plaisirs de 1 ersailles, Scene 4.
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the king directly as a spectator who has just enjoyed the whole work™. Many plays and operas
had their premiere, and sometimes their sole documented performance, before the monarch.
Jean Racine (1639-1699) himself, whose works are considered the pinnacle of tragedy, wrote
exclusively for the king at the end of his career. Even better known is the close relation the
playwright Moliere had with Louis XIV; of the writet’s thirty-three plays, over half were created
for the king, and many of these were commissioned by the monarch himself. In addition to
these authors, several of their followers and less-famous disciples had the opportunity to count
the monarch as their first audience for the creation of their plays. The works written for the
king and his courtiers were the opportunity to try new artistic ideas that could be supported
by the special circumstances around the performance — for example, a feast that was part of a
larger celebration — for which the royal budget allowed stage productions of a royal standard,
frequently with political aims in mind.

3.2.1 Les Plaisirs de Versailles : fiction versus reality?

The subject of the anonymous libretto of Les Plaisirs could be the one of a spoken
satirical comedy but at the end, music, as a character and as a genre, has literally and
aesthetically the last « word »: personified, the character of LLa Musique explains the whole
construction of the plot was a trick of hers in order to make Louis laugh. The fact that the
story is enriched by Charpentier with music from the beginning to the end — including
deliberate silences for special dramatic effects — creates the form chosen for this
divertissement: one which is close to an opera. This occurrence offers a mirror effect between
reality and art. In the “concert” which opens the piece, La Musique sings a song and later she
seems to improvise in real time, though we learn by the end that she was just manipulating the
other characters all the way through. Meanwhile, the plot is a crafty device to present all the
evening entertainments that courtiers could enjoy several times a week in Versailles, as the
action is staging allegorical figures that represent all the facets of an evening in the palace: La
Musique starts her “concert” but is soon interrupted by La Conversation, who, true to her
nature, cannot help but to comment endlessly, much like the chattering French courtiers®. The
two spar for predominance until Comus, the god of feasts, intervenes to try to calm them both
by offering refined food and luxurious drinks. Unsuccessful in establishing his power over the
mouths of the two battling goddesses, he calls then for the help of Le Jeu. The god of Games
proposes that they settle their argument by playing one of his activities: chess, cards, billiards,
ot the then-fashionable « trou-madame», a kind of shuffle-board game played on a table with
thirteen balls, composed of thirteen gates and as many galleries diversely labeled for loss or
gain of points™. By the end of this « concert interrompu », and after L.a Musique (The voice of

28 « Grand Roi tout couvert de lautiers, / Si pour te délasser de tes travaux guettiers, / Nos flutes et nos voix te
semblent impuissantes / Prends nos désits pour des effets. » : « Great King, all wreathed in laurels, / If to relax
you from your martial labors, / Out flutes and voices seem powetless, / Take our wishes as done deeds. » Les
Plaisirs de Versailles, Scene 4.

? La Conversation follows the precepts of the « conversation galante » as presented through literature. For
example, see: Bary, René. L’Esprit de cour ou les conversations galantes, divisées en cent dialogues. Paris : Chatles de Sercy,
1662, “Du Luth. On loué Beroline, de ce qu’elle joué bien du Luth.”, “De la belle voix. On vante la voix
d’Amarillis”, “Du Luth, de la Voix & de la Danse. Tarente cajole Tamise sur ce qu’elle joué bien du Luth, sur ce
quelle chante bien, & sur se qu’elle danse agréablement.”

3 « Trou-madame. s. m. Sorte de jeu de bois composé de treize portes & d’autant de galeries. On joue a ce jeu

avec treize petites boules, qu’on laisse couler dans des trous ou des rigoles, marquées diversement pour la perte
ou pout le gain. » Thomas Corneille, Dictionnaire universel des termes des arts et des sciences, 1694.
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Charpentier?) explains that the plot was only a scheme she devised to entertain Louis, all agree
to coexist in Versailles for the pleasures of the king. The idea of this enjoyable combination
was the very definition of a new kind of entertainment, which would soon be known under
the appellation of Les Appartements.

Beyond the occasional grand balls, seasonal festive masquerades, and exceptional horse
tournaments, Louis XIV invented something more frequent to keep the French court, which
he wanted to be fixed in Versailles”, well entertained on a regular basis. The Soirées
d’Appartements were evening gatherings held at least three times every week during the winter
season: on Monday, Wednesday and Thursday™. Soon known simply as the Appartements —
because they were taking place in the Grand Apartments of Versailles — they offered many
pastimes lined up in the enfilade of the public rooms of the palace. What made the Appartements
of Versailles so special was primarily their magnificent setting: the interiors of the palace were
almost finished in 1682, the same year the French court moved in and could admire the new
hall of mirrors, where the lavish painted ceiling depicting the great deeds of the king was by
then almost finished”. Music was present in form of concerts and dancing, and all kinds of
games were also offered™. Food and drink were presented in abundance: fruits coming from
the royal gardens were provided in an array of forms, cooked with sugar and honey. They were
the basis for the art of the « confiseur »”: jams, jellies and preserves were presented in
architectural displays on lavish buffets. Fruit juices flavored with herbs, spices and nuts were
also available. A wide variety of other drinks were served in a different room and ranged from
the usual wines* and liquors to exotic coffee and chocolate”. The food was not formally served
at table but all at once, at very grand buffets « a la francaise »*, where courtiers would help
themselves and find seats where they could eat and converse. This created free movement

31 See Beaussant, Philippe. Louis XIV artiste. Paris: Payot, 1999, p. 221.

32 But sometimes every day of the week, see: Journal du marquis de Dangean, Tome 1. Paris : Firmin Didot Freres,

1854, p. 56.

3 Bajou, Thietry. La Peinture a V'ersailles, X1/ 1le siécle. Préface de Jean-Pierre Babelon. Paris: Réunion des musées
nationaux, 1998.

3 The passion for gaming, and gambling, was not new and prompted a lot of literature : In 1642, 1643 and
1657, Chatles Sorel (1582°—1674) had published I.a Maison des Jeux, oz se trouvent les divertissements d’une compagnie,
par des narrations agréables et par des jenx d’esprit, et antres entretiens d'une honeste conversation. This book presents a
veritable school of social graces for « Les personnes de bonne condition noutries dans la civilité et la
galanterie. » (Avis aux Lectenrs). The author introduced many « jeux d’esprit & de conversation » which differs
from the « jeux d’exercice » and « jeux de hazard ».

% Massaliot, Francois. Nouwvelles instructions pour les Confitures, les liquenrs et les Fruifs. Paris : De Sercy, 1692.

3 The Bourgogne wines are said to have been the favorite of Louis XIV, and in 1693, his doctor Fagon said
they wete the best for health. Comus in Les Plaisirs de 1V ersailles offers « D’un vin délicieux de la cote rotie / Qui
ferait rire un Jérémie, /J’ai des bouteilles a foison. / Buvez-en, je vous y convie. »: Cote-Rote is a French wine
in the northern Rhone wine region of France. The vineyards are unique because of the steep slopes facing the
river and their stone walls. Cote-Roétie can be rendered in English as “the roasted slope” and refers to the long
hours of sunlight that these steep slopes receive, giving the red wine its deep and complex aroma.

37 Dufour Ph. S. Traitez nonveaux: et curienx: du Café, du Thé et du Chocolate. Lyon: ]. Girin et B. Riviére, 1685. See
also: Blégny, Nicolas de. Le bon unsage du thé du caffé et du chocolat ponr la preservation & ponr la gnerison des maladies.

Paris: chez l'auteur, 1687.

3 « Service a la Francaise » implies that all sorts of food ate served at the same time, in opposition with the «
service a la Russe », which offers dishes one after the other.
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among courtiers, stimulating interactions from simple greetings to more extended
conversation. It is the very components of a Soirée in the Appartements that Les Plaisirs de
Versailles describes.

There is a series of period engravings dating from of the end of the seventeenth century
that gives a hint as to what happened in each room”; the images show how familiar the librettist
of Les Plaisirs de Versailles was with the components of the soirée. Antoine Furetiere (1619—
1688), whose posthumous 1690 dictionary was among the first publications to record the
expression « appartements » to describe the entertainments which took place in them, defines
it as « a feast or celebration, which the king gives to regale his court on some evenings, in his
superbly furnished and illuminated public apartments, with music, balls, dance, meals, games
and other magnificent entertaining »*. A courtier, the Marquis de Dangeau, uses the expression
in his Journal from 1684, but the most extensive description had already been printed in the
December 1682 issue of Mercure Galant"'. Jean Donneau de Visé, the editor of this monthly
periodical, provided news of the court, and here the details of the account show that he must
have been in a position to be a first-hand witness of this new royal way to entertain.

3.2.2 Jean Donneau de Visé as librettist

Being of noble birth*’, pensioned by Louis XIV, and therefore wealthy enough to
appear at court”, Donneau de Visé may well have been the author of the libretto of Les Plaisirs
de Versailles, or at least had a hand in it, as a zealous courtier himself. Indeed, Donneau de Visé
was not only a journalist protected by the Grand Dauphin, Louis de France (1661-1711), but
also a playwright, and his oeuvre, although forgotten today, was one of the most successful of
the seventeenth century. He was a odern dramatist, as opposed to the writers who based their

% Engravings by Antoine Trouvain (1652?—1708) edited “rue St. Jacques au grand Monarque, Paris” in 1698.

40« On a dit ces derniéres années, qu’on tenait apartement chez le Roy, d’une feste ou réjouissance, en laquelle le
Roy regaloit la Cour, pendant quelques soirées dans ses apartements qui étaient superbement meublés, & éclairés
avec musique, bal, danse, collations, jeux et autres divertissements magnifiques. » Article « Apartement » in
Furetiere. Dictionnaire Universel, Volume 1. La Haye : A. et R. Leers, 1690, p. 117.

4 Mercure Galant dédié a Monseignenr le Dauphin, Décembre 1682. Patis : au Palais, 1682.

4 Donneau de Visé, also recorded as Donneau de Vizé, appeared jealous of the lineage of his family and
published in the Mercure Galant of February 1699 (pp. 158—195) a long genealogy of Devize; the Donneau de
Visé family had, however, to struggle to get letters of nobility being unable to provide the titles requested in
1668, and had to appeal to the king and by letters patent of 25 April 1670 were excused of evidence; the Cour
des aides having refused to ratify, the king had to use his authority; the nobility of Donneau de Visé was only
definitely recorded on 3 July 1673. (For the genealogy of the family Donneau see: Mongrédien, Georges. “Le
Fondateur du Mercure de France. Jean Donneau de Visé”, in Mercure de France, 1er octobre 1937, pp. 89-97). To
my current knowledge (November 2017) there is no family relation with the contemporaneous composer and
guitar player Robett de Visée (ca. 1655-1732/1733).

3 Donneau de Visé’s pensions are known and give an idea of the large wealth of the man. After an unsuccessful
request in 1682 (Mélese, Pierre. Un Homme de lettres an temps du Grand Roi, Donnean de Visé, fondatenr du Mercure
Galant, Paris: Droz, 19306, p. 168), Donneau de Visé obtains 6,000 Livres in February 1684, then 2,000 Livres
with a raise of 4,000 Livres in March 1691; the charge of « garde-meuble » (keeper of the furniture) being
eliminated in 1697, he obtained 1,000 Livres of indemnity. On 7 July 1697, he obtained a new pension of 2,000
Livres, which brought his yearly income to 15,000 Livres (Mongrédien, Georges. “Le Fondateur du Mercure de
France. Jean Donneau de Visé”, in Mercure de France, 1er octobre 1937, pp. 89-116, pl. 11I).
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works on the Greco-Latin tradition, and therefore he excelled in treating contemporary
subjects, often in relation with the actuality that he was reporting monthly in his magazine Le
Mercure Galant. He wrote more than twenty-four plays, many of them in collaboration with his
friend Thomas Corneille*. This hypothesis of his authorship, perhaps also in conjunction with
Corneille, seems possible when taking into consideration the similarities between the various
accounts given by Donneau de Visé in Mercure and the plots of his dramas written during this
period of collaboration with Thomas Corneille: e Devineresse, first performed on 19
November 1679, is an echo of the trial of the poisoner L.a Voisin (1640—1680) that was first
mentionned in Mercure Galantin 1679, and La Comsete is a play created on 29 January 1681, while
an actual comet is described in Mercure Galant of December 1680 and January 1681%. In
addition, Thomas Corneille became Donneau de Visé’s official collaborator on Mercure Galant
starting in 1681. If we then compare Les Plaisirs de Versailles with Mercure Galant's 1682 account
of Les Appartements, not only does the dramaturgical structure follow the same order as the
narrative, but many elements of the two are comparable in their form and intent.

In Mercure of December 1682, after « setting the stage » in the recently finished rooms
of the Palace with a florid description of the furniture made out of silver, the famous « mobilier
d’argent » of Versailles, Donneau de Visé continues by describing the various entertainments
offered in each room: music, games and the abundant food, in which visual detail mixes with
social account. Conversation, an art which has long been associated with courtiers®, is not
confined to one room in particular and is unfettered: « The freedom to speak is complete, and
one talks with one another as one delights in the conversation. »" Donneau de Visé finishes
with praise for Louis XIV for having such a brilliant idea and makes an attempt to explain the
political benefice of such entertainments®. At the end, the union of all pleasures makes the

4 For an overview of this collaboration, see: Reynier, Gustave. Thomas Corneille, Sa vie et son théitre. Patis:
Librairie Hachette et Cie, 1892, pp. 266-319.

% Yor La Devineresse, see: Mercure Galant dédié a Monseigneur le Dauphin, Aot 1679, pp. 20-52 and in Février 1680,
p. 345; for La Comete, see Mercure Galant dédié a Monseignenr le Danphin, Décentbre 1680, pp. 269277 and Janvier
1681, pp. 93—144. For an easy access to the contents of Mercure Galant see: Vincent, Monique. Mercure Galant.
Extraordinaire, Affaires du temps. Table analytique contenant l'inventaire de tous les articles publiés 1672—1710. Paris :
Editions René Champion, 1998.

4 See Gracian, Baltasar. I."Homme de Cour, Traduit de I'Eispagnol par le Sieur Amelot, de I.a Houssaie. Paris: Veuve
Martin & Jean Boudot, 1684, p. 163. See: Maxime CXLVIII « Savoir I'art de converser. C’est par ou ’homme
montre ce qu’il vaut. [...] Quelques-uns tiennent que le véritable art de converser est de le faire sans art ; et que
la conversation doit étre aisée comme le vétement, si c’est entre bons amis. Car, lorsque c’en est une de
cérémonie et de respect, il y doit entrer plus de retenue, pour montrer que ’'on a beaucoup de savoir-vivre. Le
movyen d’y bien réussir est de s’accommoder au caractere d’esprit de ceux qui sont comme les Arbitres de
Pentretien ». I underline the sentence which finds an echo in the line of L.a Conversation in [es Plaisirs de
Versailles, Scene 4: « Apprenez qu’a la Cour on s’accommode aux gens ». See also: Vaumoriére, Ortigue de.
LArt de plaire dans la conversation. Paris: Jean & Michel Guignard, 1688, pp. 326 & 327.

47« La liberté de parler y est entiere, & 'on s’entretient les uns les autres selon qu’on se plait a la conversation. »
Mercure Galant dédié a Monseigneur le Dauphin, Décembre 1682. Paris : au Palais, 1682, p. 47.

8 An official Medal, a visual program for possible designs and staging of Les Plaisirs de 1 ersailles, was stamped in
1682, putting the creation of Les Appartements in relation with the birth of the Duc de Bourgogne. « A 'occasion
de la naissance du Prince, le Roi afin d’augmenter les Plaisirs de la Cour, voulut que ses appartements fussent
ouverts a certains jours de la semaine. Chacun, selon son gott, pouvait s"amuser a la Danse, au Jeu, ou a la
Musique. On y trouvoit toutes sortes de rafraichissemens avec profusion ; & ce qui faisoit le comble de la joie,
dit ’Académie des Inscriptions en expliquant la médaille qu’elle fit frapper ce sujet, on y jotissoit de la présence
d’un si grand Roi & d’un si bon Maitre. Cette Médaille représente un salon magnifique, dans lequel on voit trois
Divinités. Une Muse, qui tient sa Lyre, désigne la Musique ; Pomone, qui tient une corbeille de fruits, marque
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experience truly satisfying: « Judge the pleasures that one enjoys for four hours in these places
intended by such a great monarch for the entertainment of the Court. There is more, and if
true pleasures are about change, since a pleasure too continuous becomes less profound, one
changes as often as one wants »*. These notions of freedom of speech and experience can be
found in the rhythm and density of the exchanges between the characters in Charpentier’s
opera. Adding to the evidence which brings Les Plaisirs de 1 ersailles close to the account given
by Mercure Galant, aside from the strong parallel between the orders of the description of the
different entertainments in both accounts, one can also trace the verses given to each of them
in the opera and the style used by the magazine. In Les Plaisirs, La Musique occupies the first
rank, proud and confident in the king’s love for her; Comus, the god of feasts, offers a large «
menu a la carte » of many delights: pastry, jelly, wine, and the fashionable chocolate. The
description of the games takes the shape of a playful enumeration that speaks about the variety
and fantasy of the pastimes proposed to the courtiers as well as their conversation which is
everywhere and unrestricted, but always happy and « civil. » At the end, like in the description
of Mercure Galant, all pleasures hope to be able to entertain the monarch™.

Although he was a fashionable writer, whose first productions used the baroque
machines then in favor in Paris, Donneau de Visé published only a few of his plays, and that
may also explain his anonymity as author of Les Plaisirs. In addition, Charpentiet’s scores never
mention the author of the poetic texts he sets in music and furthermore, there is no definitive
evidence the piece was performed. Nevertheless, the ongoing association Donneau de Visé
and Thomas Corneille had with Charpentier is easy to evaluate thanks to the musical
manuscripts of the composer and the records of the Parisian theatres of the time. It is well
established that Charpentier collaborated with Moli¢re after the playwright had a falling out
with Lully in 1671. After Moli¢re’s death, Charpentier continued to work with his theatre
company, which later became the Comédie-Francaise. Donneau de Visé and Corneille wrote
Circé, a tragédie en machines, for the troupe then in the theatre Guénégaud™: it premiered on 17
March 1675, with music by Charpentier, and had a prologue that staged « Les Arts et Les
Plaisits »”. La Devineresse, created in 1679, elaborates on the theme of magic but in a

les Rafraichissements, & Mercure préside aux Jeux. La Légende, COMITAS ET MAGNIFICENTIA PRINCIPIS,
IExergue, HILARITATI PUBLICAE APERTA REGIA, signifient, que /2Affabilité & la Magnificence du Prince ouvrit son
Palais aux: plaisirs de ses Sujets. » See: Bruzen de La Martiniére, Antoine-Augustin. Histoire de la Vie et du Regne de
Louis XTIV, Roi de France & de Navarre. .., Volume 4. L.a Haye : J. van Duren, 1740-1742, p. 254.

4 « Jugez des plaisirs dont on jouit pendant quatre heures dans des lieux destinés par un si grand Monarque
pour les Divertissements de la Cour. Il y a plus & si les vrais plaisits sont d’en changer, puis qu’un plaisir trop
continue devient moins sensible, on en change aussi souvent que 'on veut. » Mercure Galant dédié a Monseignenr le
Dauphin, Décembre 1682. Paris : au Palais, 1682, p. 55. This observation echoes the « Chacun, selon son gout »
quoted in note 46.

0 For another example of this inclusion of the audience in the Aristotelian’s « imitation done by characters in
action » in the productions of Thomas Corneille, see: Le Chevalier, Gaél. “Un exemple de connivence culturelle
: Le Berger extravagant de Thomas Corneille” in Dufour-Maitre, Myriam. Thomas Corneille (1625—1709), Une
Dramaturgie 1irtnose. Rouen: Presses Universitaires de Rouen et du Havre, 2014, pp. 173-190.

51 Clarke, Jan. “La fin d’une si longue carriere : de nouvelles recherches a propos de Thomas Corneille dans les
archives de la Comédie-Francaise” in Dufour-Maitre, Myriam. Thomas Corneille (1625—1709), Une Dramaturgie
Virtuose. Rouen: Presses Universitaires de Rouen et du Havre, 2014, pp. 219-246.

52 See: [Corneille, Thomas|. Cireé, tragedie. Ornée de machines, de changemens de théatre, & de musique. Par T. Corneille.

Representée par la Troupe du Roy, établie au fanxbounrg S. Germain., Et se vend a Paris, au Palais, dans la salle royale, a
I'Image S. Lotis. Et a la porte de la Comedie, ou 'on prend les billets, 1675.
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contemporary context, taking advantage of the publicity of the recent « Affaire des poisons »”.
This play, one of the many Corneille and Donneau de Visé wrote together, was a triumph that
brought with it exceptional fame and profits™. Beginning with Cireé, Corneille and Donneau
de Visé wrote a number of special works for spectacle and stage machinery, and it is to this
genre that La Pierre Philosophale belongs™. The idea of experiencing magic — especially those
forms able to transmute metals — excited the public’s interest. By mocking the greed of a naive
burgher, by showing that would-be Cabbalists were the prey of skilled fakes, like they did in
1679 tor La Devineresse, Donneau de Visé and Corneille believed « public satire was the only
way to get them back to their senses. »*® La Pierre Philosophale, because of its proximity in time
with Les Plaisirs de Versailles, deserves notice. A quick exploration will reveal structures
applicable to Les Plaisirs de 1 ersailles.

3.2.3 La Pierre Philosophale

While created at the Comédie-Francaise on 23 February 1681, La Pierre Philosophale was
not printed. Fortunately, we have the /Zvre de sujet, a kind of very detailed synopsis that tells us
the essential component of this comédie mélée de spectacles: the machinery’’. The story clevetly
combines the mechanical inventions of a nobleman and the charmed visions of his dupe, a
naive bourgeois who believes magic exists. The dupe, Mr. Maugis, an adept of alchemy, is
nearly bankrupt due to his search for the philosophet’s stone: the « stone » able to transform
base metal into gold. The marquis, who loves Maugis’ daughter but cannot gain his permission
to wed her, pretends to support the father’s magical obsessions by proposing him to be
initiated into the mysteries of the Rose-Croix, the mystical order in vogue at the time™. Maugis,
excited to belong to a secret society of Cabbalists, has to undergo a series of initiation tests,
each more frightening than the last. Ultimately, he agrees to the marriage of his daughter with
her suitor, but only because he believes the marquis to be a spirit of air™.

3 Mélese, Pierre. Un Homme de lettres au temps du Grand Roz, Donnean de 1isé, fondatenr du Mercure Galant. Paris : E.
Droz, 1936, pp. 149-158.

54 See: Brooks, William. “La Devineresse dans la « Notice nécrologique » de Thomas Corneille par Jean
Donneau de Visé, IVe partie — d’Un Siecle a ’Autre” in Dufour-Maitre, Myriam. Thomas Corneille (1625—1709),
Une Dramaturgie 1 irtuose. Rouen: Presses Universitaires de Rouen et du Havre, 2014, pp. 271-286.

% Poirson, Martial and Le Chevalier, Gaél. « La Pierre Philosophale » in Féeries, 3, 2006. URL:
http://feeries.revues.org/156v ((accessed 31 October 2017).

% Corneille, Thomas and Donneau de Visé, Jean. La Pierre Philosophale, comédie mélée de spectacles. Paris: C. Blageart,
Imprimeur-Libraire, 1681, Avis « Au lecteur ». It is worth mentioning that the official Edit of 1682 marks the
end of the juridical acknowledgment of sorcery. See: Louis XIV (roi de France ; 1638-1715), Edit... pour la
punition de différents crimes [magie, sortileges, empoisonnement|. Registré en Parlement le 31 aoust 1682. Paris : T
Muguet, 1682.

57 Corneille, Thomas and Donneau de Visé, Jean. La Pierre Philosophale, comédie mélée de spectacle. .. 1681.

38 The hermetically closed sect of Rose-Croix, the first mention of which dates to early seventeenth-century
Germany, had many followers in France; there were plenty of rogues who were abusing the public’s gullibility.

5 The play was inspired by Le Comte de Gabalis ou Entretiens sur les sciences secretes, a social satire published
anonymously in 1670 by Nicolas-Pierre-Henri de Montfaucon, abbot of Villars (1635-1673). Composed of five
speeches given by a spiritual master to his disciple, it has been considered by some as a Rosicrucian text of a
cabbalistic nature and has been the subject of multiple interpretations. Corneille and Donneau de Visé gave the
name of « Comte de Gabalis » to one of their characters. The book was the first in French literature to mention
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If Thomas Corneille admitted that there was « little singing »” in La Pierre Philosophale,
it is thanks to the manuscript of the music by Charpentier that some of the verses of the play
is known to us today®'. The incidental music focuses on the end of Act IV, when our hero gets
to know the elemental spirits: a gnomide and a gnome, spirits of Earth; a mermaid and a
merman, spirits of Water; two salamanders, spirits of Fire; and a « sylphide » and a sylph, spirits
of Air. Eager to complete his initiation by choosing a mate among these spirits, the greedy «
bourgeois » gives his preference to the gnomide, knowing she is the guardian of the subsurface
richness, but expresses « grief at finding her so little. » The spirits remedy this and the gnomide,
after returning for a moment to earth, the element of her birth — thanks to a trapdoor — comes
back having grown so much that the spirits must stop her growth by a comic « That’s enough,
that’s enough. » The whole scene still feels the Molieresque influence of the Turkish ceremony
composed by Lully for Le Bourgeois gentilhomme and the medical promotion composed by
Charpentier for Le Malade imaginaire. It grows in buffoonery and intensity, and acts as an
entertainment in which music would enhance the spell of the stage machines in the eyes of the
gullible audience. The audience was experiencing the representation of the supernatural,
knowing at the same time that the « Machination » of the marquis, his plot, is based on
mechanical devices, musique being one of them. In La Pierre Philosophale, the authors wanted,
as they had in La Devineresse, to ridicule the appetite of their contemporaries for the occult
sciences. La Pierre Philosophale, however, was only presented twice: the public credulity was
perhaps too strongly entrenched, or the displays of « magic » given by the machines were
simply not able to sway public opinion to any significant degree. This failure may have
prompted the writers to try a new comic genre with Les Plaisirs de 1 ersailles. By contrast, the
catlier La Devineresse, which was already a comedy inspired by the occult, became so famous
that the Dauphin disguised himself as one of its characters for a masked ball during the 1683
Carnival, an occurrence proudly related by Donneau de Visé himself in Mercure Galant”.

Indeed, Donneau de Visé methodically builds on the success of his newspaper to
support his theatre productions even well after their actual performances. His coverage of the
activities of the court, and his numerous correspondents outside Paris, ensured him a place as
official journalist to the point that, in 1699, he gave himself the title of « historian of France
»*. His working relation with his longtime friend Thomas Corneille was described by him at
the latter’s death in 1710: either Donneau de Visé would write various scenes with no relation
between them and Corneille would create the plot, or Donneau de Visé wrote in prose and
Corneille would versify the entire thing. For Cireé, they divided the work so Corneille wrote
the play and Donneau de Visé was responsible for the divertissements®. More than any other

the sylph, a fictional elementary creature of air, and had a notable influence on popular culture by introducing
this character durably notably on the lyric stage.

% Corneille, Thomas & Donneau de Visé, Jean. La Pierre Philosophale, comédie miélée de spectacles. Paris: C. Blageart,
Imprimeur-Libraire, 1681. Avis « Au lecteur ».

1 La Pierre Philosophale (H. 501) Département de la musique de la Bibliotheque nationale de France, cote F-
PnRés Vm1 259. Cah. XXIX—XXX ; vol. XVIII, 17v-20".

2 Mercure Galant dédié a Monseignenr le Dauphin, Mars 1683. Paris : au Palais, 1683, p. 334.
3 Mercure Galant dédié a Monseignenr le Dauphin, Février 1699. Patis : au Palais, 1699, p. 186.

4 Mercure Galant dédié a Monseignenr le Dauphin, Janvier 1710. Paris : au Palais, 1710, p. 270.
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piece for a special occasion, Les Plaisirs de 1 ersailles may have been the conjunction between
the snapshot of the event by Donneau de Visé and the versification and rich vocabulary of
Thomas Corneille. There was also Charpentiet’s personal agenda: the composer wished to
show the King that he could write something other than religious music. Indeed, the title of
the memoir of 1726 about his work gives a clue about the distinction recorded then: « Memoire
des ouvrages de musique latine et francoise de défunt M.r Charpentier »” makes a clear
difference on the linguistic distinction between church and profane music. Next to the Latin
liturgy of the royal chapel in Latin, the Appartements were the perfect opportunity to perform
some music « frangoise » in front of the king and attract attention, without directly competing
with Lully who had the monopoly on all French opera performances.”

3.2.4 Les Fontaines in les Appartements

In Les Etats de la France of 1692, a book which gives a snapshot of the royal court, one
can read « at the beginnings of Les Appartements, the singers of the Royal Music recite and
sing — without theatre costumes — parts of an opera. »*” In Versailles, the « salon d’Apollon »,
god of the sun and of music and symbol of the king since 1662, was especially devoted to
this type of concert in 1682”: singers, harpsichord, theorboes, lutes, guitars, basses de viole
and violins performed excerpts from the operas of Lully, the official composer of the king,
and Ay, the king’s favorite, probably more often than any other”. In addition to these « best
of » presentations of Tragédie en musique, the French royal opera genre, performances were given
of moderate-length occasional pieces, suitable for being part of an evening in which other
pastimes were on offer. Pieces with a lighter content than the Tragédie en musique were specially
composed for what should be considered as an alternative stage. Such concerts were the
opportunity to present opera without challenging the monopoly of the Académie Royale de
Musique directed by Lully. Among the works written for the Versailles Appartements Les
Fontaines de Versailles”', with music by Michel-Richard de Lalande (1657-1726), is of great

% Ranum, Patricia & Thompson, Shitley. “Mémoire des ouvrages de musique latine et francoise de défunt M.x
Charpentier. A Diplomatic Transcription” in New Perspectives on Marc-Antoine Charpentier, edited by Shitley
Thompson. Farnham: Ashgate Publishing, 2010, pp. 316—-340.

% It is only after the death of the powerful Surintendant that Charpentier will write Médée, on a libretto of
Thomas Corneille, and finally be able to measure himself against Lully in a full-length opera at the Paris Opera.

7 « Au commencement des Apartemens [si], les Chantres de la Musique de S.M. récitent & chantent sans
habits de Théatre, partie de quelque Opéra » in Les Etats de la France. Paris : 1692, p. 290.

8 Louis XIV. Mémuoires et divers éerits, ed. Bernard Champigneulles. Paris: Club francais du livre, 1960, p. 90.

% The orchestra later moved (1684-1687) to the Salon de Mars, devoted to gaming starting in 1682, see: Taxil,
Gaélle. “L’ameublement et le décor intérieur du salon de Mars (1673—1789)”, Bulletin du Centre de recherche du
chatean de Versailles. URL: http:/ /ctev.revues.org/12359 ; DOI : 10.4000/crev.12359 (Accessed 7 August 2017).

70 _Atys, created in 1676, was revived in January 1682 in Versailles (Trianon). See: L.a Gorcee, Jérome de. Jean-
Baptiste Lully. Paris: Fayard, 2002, p. 214.

" “Les Fontaines de 1 ersailles sur le retour du Roy. Concert Donné a sa Majesté dans les grands appartements de son Chatean
de Versailles, le cinqu.e Avril 1683. Fait par M. Morel, et mis en musique par M. de La Lande, Maistre de musique
de la Chapelle du Roy. Coppié par Mr Philidor, & écrit par Fr. Collosson Le 3¢ Juin 1683”. Bibliotheque
nationale de France : ms., 1683, [6]-63 p., 450 x 300 mm, F-Pc, Rés. F. 537. S133. Despite the original form of a
« Concert », Sawkins argues that a revival in 1685, in conjunction with the new bassin de Neptune, may have
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interest. The piece was performed in April 1683, before Lalande obtained the position of «
Sous-Maitre de la Chapelle », being one of the winners of the contest for the new post that
took place that month™. Charpentier had planned to take part in the same contest, but he fell
ill and could not attend the concluding examination of the candidates. The lack of information
about an actual performance of Les Plaisirs de 1 ersailles may also be due to this illness and his
nonappearance. The odds seemed equally auspicious as both composers were well connected
with court: Lalande was supported by the Marquise de Montespan the still powerful ancient
mistress of the king (he was teaching harpsichord to the daughters she had with the king),
while Charpentier, in addition to his allegiance to the powerful Guise family, was connected
to Le Dauphin. Les Plaisirs de 1V ersailles, like Les Fontaines de 1 ersailles, may well have been part
of this national effort by composers, supported by their patrons, to create works perfectly
suited to the “new” Versailles, both in terms of form and poetic contents”, and to showcase
the composet’s abilities to the king.

Les Fontaines de Versailles sheds therefore some original light™ on Les Plaisirs de 1V ersailles,
even more so when considering that, if Charpentier’s work was evocative of the entertainments
offered during the soirées inside the palace of Versailles, Lalande’s is a subtle evocation of the
pleasures its gardens offer. Antoine Maurel (1648°—1711), in the service of the court for
decades, wrote the libretto for this « concert donné a sa Majesté dans les grands appartements
de son Chateau de Versailles, le 5 avril 1683 » (given in front of His Majesty in the grand
apartments of his Castle of Versailles, 5 April 1683). He imagines the deities whose sculptures
adorn the fountains of the gardens having a meeting in the palace (at night when the gardens
are deserted?). They confer about the preparation in order to celebrate the return of the king
to Versailles. Quinault and Lully had already distinguished an ornamental feature of the
gardens of Versailles in La Grotte de Versailles, an « Eglogue en musique » which had been
composed and first performed at Versailles in April 1668. This first opera collaboration
between Lully and Quinault speaks about the Grotte de Thetys of the gardens of Versailles: a fake
grotto in the Italian style, which contained various sculptures and a water organ”. Quinault’s

included dance. See: Sawkins, Lionel. A Thematic Catalogne of the Works of Michel-Richard de alande (1657—1726).
Oxford: Oxford University Press, 2005, p. 461.

72 The king chose eight candidates for the final examination (following the Préface of the edition of Lalande’s
scores published in 1729, tome I, pp. 3 & 4, Boivin, Paris) from the thirty-five musicians who auditioned every
day in the Chapel. The final candidates composed, in isolated houses where « they were, five or six days, at the
expenses of the king, and where they did not speak to anyone... », their pieces on the psalm 31 « Beati,

quorum ». See: Mercure Galant dédié a Monseigneur le Dauphin, Avril 1683, p. 310. The final selection was influenced
by patrons: Lully put forward Pascal Collasse, the archbishop of Reims asked the king to receive Guillaume
Minoret, while Abbé Robert, retiring from the Royal Chapel, proposed Nicolas Goupillet, supported also by
Bossuet. Louis XIV answered: « I received, Gentlemen, the ones you introduced to me; it is fair that I chose
one to follow my taste, it is Lalande that I take ». On the contest, see: Cessac, Catherine. Marc-Antoine
Charpentier. Paris: Fayard, 2004, p. 136.

73 Much like André Philidor dit I’Ainé (ca. 1647-1730) would do with e Canal de Versailles in 1687: a
« Divertissement dansé, en huit scénes » was performed in Versailles, on 16 July 1687, in front of the king.

7 See: Roennfeldt, Peter. “The Nature of Fame: Reflections on Charpentier’s Les Plaisirs de 1 ersailles and
Lalande’s Les Fontaines de VVersailles.” in New Perspectives on Marc-Antoine Charpentier, edited by Shitley Thompson.
Farnham: Ashgate Publishing, 2010, pp. 269-285.

75 The « grotte de Thétis » was conceived by the brothers Perrault: Charles the writer and Claude the architect.
See: Thompson, lan. The Sun King’s Garden, Louis XIV', André 1e Notre and the Creation of the Gardens of 1 ersailles.
New York: Bloomsbury, 20006, p. 141.
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text is built like the prologues he would later write for Lully’s operas; the Pastorale celebrates
Louis XIV who « se plait en ces lieux »". It contains an eatly evocation of the hydraulic feats
of Versailles when at the end the shepherds invite huntresses to come « pres de ces fontaines ».
In the years since 1668, however, the gardens had been enriched with many more features, and
the destruction of the Grotto was already planned due to the extension of the North wing in
1684. Maurel and Lalande offered an updated view on the theme with Les Fontaines de V ersailles.
As all of these statues were indeed on display in the gardens in 1683, could the order in which
the fountains appear in Maurel’s libretto reflect an actual promenade through the gardens? It
does initially seem possible when comparing the libretto with a map of this period, as the
beginning of the piece presents a spatial logic in which, exiting the palace and starting at the
Latona’s fountain, from there one would go down towards the basin of Apollon, and return
through the groves of Flore and Céres. However, as the second half of the piece would offer
an erratic zig-zag which goes from north to south and from south to north, it seems clear that,
rather than a description, Les Fontaines is a poetic evocation, a French spring night’s dream. By
imagining a symposium, in the Appartements, of the gods”” personified by the statues which
were the ornaments of the waters of Versailles, Maurel®, who also served as a singer in the
Royal Chapel, takes the opportunity to praise Louis XIV, in his libretto, as the creator of the
gardens, « this enchanted domain which he himself has fashioned »".

This declared royal authorship was not pure flattery as, from 1661 until his death fifty
years later in 1715, the king ordered the initial creation and oversaw the many expansions and
improvements to the castle and, even more, the gardens of Versailles. The most skilled and
capable were hired from the scientific and artistic world: architects, engineers, sculptors,
gardeners, poets, and artists of all kinds. If their ingenuity created the many marvels that made
up Versalilles, the combination of them — the overarching concept, its ambition and evolution,
the cohesive vision — came from Louis XIV. Before becoming a social pole, Versailles was a
field of experimentation in arts, crafts and sciences. The sovereign’s unfailing interest in the
gardens and their evolving growth was noted by members of the French court®, while the king
met with engineers, designers and craftsmen to discuss their progress in these areas, and
personally examined the efforts of the soldiers employed to transform the landscape. The
biggest technical challenge was the mastery of water, and for decades, the engineers for the

76 It is a rather ambitious score with seven roles for singers (3 S, 1CT, 3T, 1B), a five-part chorus, roles for
twelve dancers, and a rich orchestration. The length is around 35 to 40 minutes. See: La Grotte de 1 ersailles,
edited by Nathalie Berton, Versailles: Editions du Centre de Musique Baroque de Versailles, 2000.

"« La Scéne est dans les Grands Appartements du Chateau de Versailles » in Les Fontaines de 17 ersailles.

8 Antoine Maurel (or Morel), basse-taille, was initially a singer for Queen Marie-Thérése, and then of the
Chapelle royale and the Chambre starting in 1669. He performed the role of Encelade in Les Fontaines de
Versailles, and served as a member of the house of the Dauphine. He was also a composer and was a witness at
Lalande’s wedding. His texts for Lalande included not only Les Fontaines de 1 ersailles but also Le Concert
d’Esculape, and he probably wrote Les Bergers de Marly (Tircis et Céliméne) for Jean-Baptiste Matho. He is to be
distinguished from Antoine Morel, haute-contre, who entered the Court music in 1696. See: L’Etat de la France,
1698, tome 1, pp. 45 & 46, which lists both singers.

7 « ces lieux enchantés qu’il a formés lui-méme » Les Fontaines de Versailles, Scéne 6, Comus & chorus.

80 See: Garrigues, Dominique. Jardins et Jardiniers de 1 ersailles an Grand Siécle. Préface de Joél Cornette. Seyssel:
Champ Vallon, 2001.
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water works — « les fontainiers » — were at work to make the fountains flow". Even when still
under construction, the gardens were used as a fantastic theatre ground, where temporary
theatrical sceneries were mixed with water structures and fantasy was confused with reality™.
When the time of the great festivities of 1664, 1668 and 1674 ended, and even more when the
court settled permanently in Versailles in 1682, the palace and the ever-changing gardens
themselves became the unique spectacle. The gardens offered a complex layout of alleys
leading to special secluded groves — the Bosguets harboring the various fountains. This complex
structure was allowing many variant routes through the grounds and it was the king’s delight
to show the gardens to his visitors, giving a personal tour around the parterres, taking them to
specific « points de vue », explaining the beauties of the sculptures and the allegorical meanings
of fountains appearing in the Bosquets; proceeding on foot, or, in his old age, in a wheelchair or
« roulette ». Louis XIV himself, updating his itinerary at intervals, wrote in due course many
versions of his « Manner to show the gardens of Versailles. »*

The dramatic chain of the appearances by the gods in Les Fontaines de 1V ersailles seems
to be, in 1683, a kind of prefiguration of such a royal « walker’s guide ». The Jardins were as
much the triumphant expression of the king’s power of art over nature as the Chateau was one
of political supremacy over mankind*. From 1682, the life of the court became increasingly
governed by the rules of French etiquette: the interactions between persons were dictated by
the combined notions of rank, function and lineage, in an attempt to regulate and rule over
the ever-growing number of courtiers. This ability of the king to change human nature was a
force of refinement, as Donneau de Visé notes wittily about the Appartements: « The presence
of the King makes swearers to cast away the habit of swearing, and cheaters to refrain from
using unfair means to win; and it seems that His Majesty, in humbling himself, is only laying
aside his own grandeur to force gamblers to lay aside their passions [...]. Of all the sovereigns,
the King alone has devised a safe way to correct the vices of Gaming, by allowing the Court
to entertain itself in his palace. » This affirmative paradox finds an echo in the king’s fathetly
advice to the crown prince about how to use pleasures at court: « This society of pleasures,
which gives the people of the Court an honest familiarity with us, touches them and charms

81 See: Santini, Chiara. “Les artistes de ’eau”, published in Pryjets de paysage on 23 December 2009. URL:
http://www.projetsdepaysage.fr/fr/les artistes de 1 eau (accessed 2 August 2017).

82 See: La Gorcee, Jérdme de. Carlo Vigarani, intendant des plaisirs de Lonis XI17. Paris : Perrin, 2005, pp. 55—63. See
also: Gerin-Pierre, Claire. “Henri Gissey, Carlo Vigarini et les premiéres fétes de Versailles” in Gaspare & Carlo
Vigarani, Dalla corte degli Esste a quella di Luigi X1V, De la cour d’Este a celle de Lonis XIV. a cura di/ dirigé par Walter
Baricchi and Jérome de I.a Gorce. Versailles: Centre de recherche du chateau de Versailles, and Milano: Silvana
Editoriale Spa, 2009, pp. 308-318.

8 Louis X1V, roi de France. Maniére de montrer les Jardins de 1 ersailles, edited by Simone Hoog. Paris: Réunion des
musées nationaux, 1982.

8 Thompson, lan. The Sun King’s Garden, Louis X1V, André e Ndtre and the Creation of the Gardens of 1 ersailles.
New York : Bloomsbury, 2006, p. 73.

8 « La présence du Roy fait perdre aux Jureurs 'habitude de jurer, & aux Pipeurs celle de se servir d’injustes
moyens pour gagner ; & il semble que Sa Majesté en s’abaissant, ne se soit dépouillée de sa grandeur, que pour
obliger les Joueurs a se dépouiller de leurs passions [...]. De tous les Souverains, le Roy seul a imaginé un sar
moyen de corriger les vices du Jeu, en permettant a sa Cour de se divertir dans son Palais. » in Mercure Galant
dédié a Monseignenr le Dauphin, Décembre 1682. Paris : au Palais, 1682, p. 60.
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them more than one can say »*. These lines are written by the king in reference to the idea
that one essential component of the French monarchy was the accessibility of the king to his
subjects. It may also shed light on the change to the king’s visibility as a hero at that time,
specifically in Versailles®'.

It is remarkable that the iconographic decorative program begun in Versailles around
this time gradually replaces the allegorical representations of the king with the image of Louis
XIV himself. It was felt that the king no longer should be referred to as a mythic figure or be
shown in the guise of the heroes of antiquity. His image was heroic enough to exist by itself.
This concept of monarch superseding myth also appears in the 1683 libretto of Les Fontaines
de Versailles where Apollon acknowledges that « The brilliance of [The King’s] great name, /
honored by all, / Overshadows [Apollon’s] divinity, / And [Apollon is] no more than the
image/Of which Louis is the truth ».* This is cleatly present in the decoration for the new
Hall of Mirrors: the preliminary design based on Apollo’s travails was abandoned in favor of
a depiction of Louis’ reign: history replaced mythology™.

In the Mercure Galant of December 1682, Donneau de Visé explains the subject of the
main painting of the end of the gallery which has been partially finished by then. « What can
be seen of it is enough to judge what will be this wonderful work, where Mr. Le Brun has
painted in the vault the history of the King. He represented in the piece exposed, Holland
distraught, opposing in vain its dykes, its main rivers, its ramparts, and its waterways, to the
speed of the Conqueror, that nothing can stop. He appears in a chariot driven by Minerva, and
accompanied by the Glory, Mars and Victory follow him, and Terror and Fame go before
him ». Donneau de Visé admits that he will not attempt to « describe here nor the beauty of
the painting or the strength of the correction of the drawing or the truth of expressions. The
pen cannot give the majestic and fearless air that this great painter has maintained in the action
of the King, nor represent with sufficient force the dread of Holland, and the terror of the
defeated People overthrown at the first shock »”. This emphasis on the military power of the
king in the painting « Le Passage du Rhin en présence des ennemis, 1672 » (The crossing of
the Rhine in presence of the enemies, 1672) is a possible key to the « the reborn heads / Of

86 « Cette société de plaisirs, qui donne aux personnes de la Cour une honnéte familiarité avec nous, les touche
et les charme plus qu’on ne peut dire » in Louis XIV. Mémuoires et divers écrits, edited by Bernard Champigneulles.
Paris: Club francais du livre, 1960, p. 90.

87 For a global perspective, see: Apostolides, Jean-Marie. Le ro-machine, Spectacle et politique au temps de Lonis X1V
Paris: Editions de Minuit, 1981.

88 « Apollon: L’éclat de son grand nom a qui tout rend hommage / Obscurcit ma divinité, / Et je ne suis plus
que 'image / Dont Louis est la vérité. » in Les Fontaines de 1 ersailles, Scéne 2.

89 See: Sabatier, Gérard. [Versailles ou la fignre du roi. Paris: Albin Michel, 1999.

% « on passe ensuite dans le bout de la Galerie qui est découvert, parce qu’il est achevé. Ce qui s’en voit fait
assez juger quel sera ce merveilleux Ouvrage, ou Mr Le Brun peint dans la Voute ’'Histoire du Roy. Il a
représenté dans le morceau découvert, la Hollande éperdue, qui oppose en vain ses Digues, ses Fleuves, ses
Remparts, & ses rivieres, a la rapidité de ce Conquérant, que rien ne peut arrester. Il paroist dans un Char
conduit par Minerve, & accompagné de la Gloire, Mars et la Victoire le suivent, & la Terreur, & la Renommée
marchent devant luy. Je ne décrirai icy ni la beauté de la Peinture, ny la force de la correction du Dessein, ny la
verité des expressions. La plume ne scauroit donner cet air majestueux & intrépide que ce grand Peintre a sceu
conserver dans I'action du Roy, ny représenter avec assez de force la frayeur de la Hollande, & la terreur des
Peuples vaincus & renversez au premier choc. » in Mercure Galant dédié a Monseignenr le Dauphin, Décembre 1682,
Paris : au Palais, 1682, pp. 7-9.
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this hydra opposed to the delights of peace »”' that the final chorus of Les Plaisirs de 1 ersailles
blames for disturbing the peace. The hydra with his multiple heads was then the conventional
representation of the Triple Alliance formed in 1668 under the will of Holland with England
and Sweden to halt the expansion of Louis XIV in the Spanish Netherlands. In 1683, the
alliance had a kind of revival in the War of Reunions, and in the Fountain installed the same
year in the Bosquet de I’Are de Triomphe, the statue of France is seen with a three-headed hydra
at its feet.”

3.2.5 Les Plaisirs de Versailles : reality versus fiction

This shift in the image of the king also appears in the spatial and dramaturgical
approach of the divertissements performed during this period. It is noticeable when Versailles
is associated with « pleasures », a term that in French acquires a double meaning, especially
when used in its plural form. It associates the action with the result, or the cause and the
consequence; as in the double meaning of Appartements, it is as much the feeling one
experiences as the object which causes it. Like the image of the king, the definite location of
these « plaisirs » is also shifting and is passing from the realm of literature to reality. In 1664
the lavish three-day party that took place in the gardens of Versailles was given the watery title
of Les Plaisirs de ['ile enchantée (The Pleasures of the enchanted island) inspired by the Italian
romance epic Orlando furioso of Ludovico Ariosto (1474—1533). In the winter of 1682—1683,
two of the inaugural pieces of the new Appartements were the more deep-seated Les Plaisirs de
Versailles and the almost technological Les Fontaines de 1 ersailles. For these « new » Plazsirs, « I'ile
enchantée » was replaced by the more real Versailles, castle and gardens. Versailles started to
acquire a reputation comparable to the great cities and palaces of mythology.

The modern Donneau de Visé could write in his inaugural account of the Appartements
in 1682: « they used to say, in exaggeration, that the Games and Laughter were at Court; but it
was a way to speak so in those days, and it is not until today that we effectively found them
there »”. It is also quite remarkable that in Les Plaisirs de 1ersailles, as in Les Fontaines de 1 ersailles,
pleasures for evenings inside and fountains for days outside are clearly the ones of the Royal
domain at the moment of the performance. This double concomitance of space and time is
remarkably well articulated in Les Plaisirs de 1 ersailles and suggests an accomplished librettist,
such a Donneau de Visé maybe with the usual help of Thomas Corneille. The place where
these Pleasures and Foutains flourish is never named in the lyrics: after its auspicious presence
in the titles, the name Versailles is never sung by the characters. In both pieces, the royal
domain is often defined by the generic « ces lieux » which, as they include both castle and
gardens, should be understood as « these grounds ». Both expressions extend the notion of
space from Versailles to the entire French kingdom™. Such was the new status of Versailles

91 « Malgté les tétes renaissantes / De cette hydre opposée au Bonheur de la paix » Les Plaisirs de 1 ersailles, Scene
4, final Chorus.

92 See: Sabatier, Gérard. VVersailles ou la fignre du roi. Paris: Albin Michel, 1999, p. 230.

93 « on disait autrefois en exagérant, que les Jeux & les Ris estaient a la Cour; mais ¢’était maniere de parler en
ces temps-la, & ce n’est que d’aujourd’huy qu’on les y trouve effectivement » in Mercure Galant dédié a Monseigneur
le Dauphin, Décembre 1682. Patis : au Palais, 1682, p. 61.

9 As confirmed by La Conversation addressing I.a Musique when the latter is threatening to leave Versailles :
«Dirait-on pas que la France / Tomberait en décadence / Sans son ut +é mi fa sol la ? ». The basic order in
which the French names of the notes are put in to satyrically name a composer was coming from the spoken
theater. The enumeration of the notes of the scale to form a patronym gives the impression that Conversation
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then: not only the king’s home and the residence of his family and his court but the seat of his
government and the new center of France: a modern symbol of power for the French
monarchy.

may speak about a musician. Later, in the eighteenth century, Diderot, in Les Bijoux indiscrets wrote : « Utmiutsol
et Utrémifasollasiututut, musiciens célébres, dont I'un commencgait a vieillir et dont l'autre ne faisait que de
naitre, occupaient alternativement la scéne lyrique. Ces deux auteurs originaux avaient chacun leurs partisans ;
les ignorants et les barbons tenaient tous pour Utmiutsol ; la jeunesse et les virtuoses pour
Utrémifasollasiututut.” Les Bijoux indiscrets, Buvres, éd. Assézat, IV, p. 174. Utmiutsol and Utrémifasollasiututut
are the names given by Diderot to Lully and Rameau. Maybe Charpentier and his librettist already mock Lully
by using the same conceit?
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3.3. La Couronne de Fleurs a Pastorale by Jean Palaprat
for Toulouse in 1685

« The painting of the entertainments of past times has a grace of novelty for those who have not
seen them, and never fails to awaken a pleasant reminiscence in those who have witnessed them.
In a word, I have always remarked that there were two times equally favorable to these sorts of
things : the one of their birth, and the one of their caducity : because this caducity, this antiquity
is not only a second novelty, if I dare to express myself so, but a novelty that has already had the
advantage of being successful in the past ; » %

Jean Palaprat in his “Preface’ of Les (Euvres de Monsieur de Palaprat. ... Patis: Pierre Ribou, 1712.

The origins of Marc-Antoine Charpentiet’s I.a Couronne de Flenrs can be traced to the
short collaboration between the composer and the famous French playwright of the
seventeenth century, Moliere. Indeed, a large part of the libretto of this Pastorale comes from
the original Eglagne en Musique et en Danse which opened Le Malade imaginaire, the last play
Moliere wrote with Charpentier for Louis XIV in 1672. Moli¢re stated clearly at the beginning
of his text the joint purpose of his Eglggue and his Comédie mélée de Musique et de Danses: « After
the glorious endeavors and the victorious exploits of our August Monarch, it is only fitting
that one and all who write are employed for his Praise or his Entertainment. That is what we
wanted to do here, and this Prologue is an attempt at Praising this great Prince, which gives an
Introduction to the Comedy of e Malade imaginaire, where the purpose is to unweary him from
his noble labors. »”

Charpentier used this poetic material for La Couronne de Flenrs without hesitation: the
Eglogne en Musique et en Danse received only a few performances before Lully used his royal
privilege to forbid any revival shortly after the death of Moli¢re in 1673”". The novel Pastorale
retains from the original Eglogne en Musique et en Danse the characteristics of a French prologue:
the libretto is conceived as a tribute to Louis XIV, it depicts the current state of affairs of the

% « La peinture des divertissements des temps passez a une grace de nouveauté pour ceux qui ne les ont pas
vis, & ne manque jamais de réveiller une agreable reminiscence en ceux qui en ont été les témoins. En un mot,
j’ai toujours remarqué qu’il y avoit deux temps également favorables a ces sortes de choses: celui de leur
naissance, & celui de leur caducité: parce que cette caducité, cette antiquité est non seulement une seconde
nouveauté, si j’ose ainsi m’exprimer, mais une nouveauté qui a eu déja 'avantage de retissir autrefois ; » in
[Palaprat, Jean de|. “Preface” in Les (Euvres de Monsienr de Palaprat, Nouvelle édition, Augmentée de plusieurs Comédies
qui n’ont pas encore ét¢ imprimees; d'un Recueil de Piéces en vers, adressées a Monseignenr le Duc de Venddme; et de divers Essais
de différentes Poésies, avec une Lettre a M. B. P. M. D. M. contenant quelques légéres observations sur une Devise. Tome Premier.
Paris: Pierre Ribou, 1712.

% « Apres les glorieuses fatigues, & les Exploits victorieux de notre Auguste Monarque, il est bien juste que tous
ceux qui se mettent d’écrire travaillent, ou a ses Louanges, ou a son Divertissement. C’est ce qu’ici 'on a voulu
faire, & ce Prologue est un essai des Louanges de ce grand Prince, qui donne Entrée a la Comédie du Malade
imaginaire, dont le projet a été fait pour le délasser de ses nobles travaux. » in Moliere. Le Malade imaginaire.
Paris: Thierry & Barbin, 1675, p. 4.

97 See: Cessac, Catherine. Marc-Antoine Charpentier. Paris: Fayard, 1988, pp. 59-64.
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kingdom™, and it is presented as a feast before the feast, with its own singing and dancing”.
But if the origins of La Couronne de Fleurs are known, there is little evidence of its final
destination, and we know nothing certain about the circumstances of the performances.
Although La Conronne de Fleurs is clearly a circumstantial piece, its context has so far eluded
most historians as its prestigious « Molieresque » origins have overshadowed the final
Pastorale’™. This section is an attempt to identify the poetic specificities of I.a Couronne de Fleurs
and, by doing so, tries to give it its possible purpose: a Pastorale for the Jeux floraux in Toulouse
in 1685. By identifying Jean Bigot de Palaprat (1650—1721) as the librettist who had been
working with Charpentier, I also hope to give new consideration to the importance of La
Conronne de Flenrs.

3.3.1 La Couronne de Fleurs : a celebratory offering

La Conronne de Flenrs was not published during Charpentiet’s lifetime, and like most of
his other works, is known to us thanks to the survival of a manuscript score'”. Aside from the
presence of dance numbers, which indicate that the project may have not been conceived as a
simple concert, the score itself does not present many circumstantial clues about its possible
performance. It contains, like many of Charpentier’s scores, some indications about casting,
as each part is attributed to an actual singer. Charpentier had been writing down his musical
material with the intention to fit the musical resources of the household of Mademoiselle de
Guise — Marie de Lorraine, Duchess of Guise (1615-1688) — where he was employed. The
names of the singers, among them his own name, suggest that the score had been given a
presentation in connection with the powerful French princess. But like in other works of
Charpentier, some casting facts would make an actual staged performance quite difficult, as
the assigned singers would have been changing from one part to another to the detriment of
dramatic continuity'”. My explanation of such conflicts is that Charpentier may have used the
musicians who were living in the household with him to try out, to rehearse, or simply to give
a preview of the work to his patron. This concert would have been of a private nature, but
might have been attended by some guests of the princess. The line between the presentation

98 The text by Moliere of 1672 is a clear echo of the end of the war with Holland: « LOUIS est de retour, / 11
rameéne en ces lieux les Plaisits et ’Amour. / Et vous voyez finir vos mortelles alarmes, / Par ses vastes
Exploits son bras voit tout soumis, / Il quitte les armes / Faute d’ennemis. ». I.a Couronne de Fleurs is vaguer but
the idea of « banishing » may refer to the « reunions ». « LOUIS en a banni les funestes alarmes / Que les ctis
des mourants et le fracas des armes / Y faisaient régner autrefois. / Si la gloite a pout vous des charmes /
Revenez sans peur dans ce bois. »

9 For the French prologue see: Cornic, Sylvain. “Ad limina templis Polymniae: les fonctions du prologue
d’Opéra chez Quinault” in Recherches des jeunes dix-septiémistes, Actes du V'e Colloque du Centre International de
Rencontres sur le X1 1le siécle, edited by Charles Mazouer. Tiibingen : Narr, 2000, pp. 47—62.

190 For the beginning of the modern critical history of La Couronne de Flenrs see: Quittard, Henri. “La Couronne
de Fleurs” in Journal des Débats Politiques et Littéraires, 14 Juillet 1905, Supplément. Charpentier, Marc-Antoine. La
Couronne de Fleurs, Pastorale sur un Poéme attribué a Moliere, révision et réduction par Henri Biisser. Paris: Durand,
1907. And: Lowe, Robert W. Marc-Antoine Charpentier et I'opéra de college. Paris : Maisonneuve & Larose, 1966.

101 La Conronne de Flenrs (H. 486) Département de la musique de la Bibliothéque nationale de France, cote F-
PnRés Vm1 259. Cah. 44-45; vol. VII, 35—50.

102 For example, the singer Beaupuis is given the role of the god Pan in La Couronne de Fleurs, but just before the
entrance of his character, Beaupuis is specified as singing in the chorus of shepherds participating in the poetic
contest that Pan himself interrupts.
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of a work in progress and an actual private performance was thin at the time'”, and that would

explain the large number of works by Charpentier for which performances are not cleatly
documented.

Given what is known of the life of the Guise singers mentioned in the score, the
musical style of the Pastorale, its place in the order of Charpentier’s numbered manuscript
volumes, and even the quality of the paper — everything suggests that it was written down
around 1685'". At this time, the composer was working on a revival of e Malade imaginaire for
the Comédie-Francaise'”, and while reorganizing his musical material, the composer may well
have decided to use his music from the initial prologue, which had been forsaken since 1673,
to create a new dramatic work: La Couronne de Fleurs. Combining 1685 and the fact that, in the
libretto, Flore sings about the return of peace in France, it is believed that I.a Couronne de Fleurs
was written to celebrate a peace treaty. Of the events in the political chronology of France, this
Pastorale was almost certainly associated with the Truce of Ratisbon, also known as the Truce
of Regensburg, signed in 1684, which ended the war that Louis XIV had fought against the
Holy Roman emperor Leopold I and the king of Spain, Carlos II.

The truce was made public in October 1684 and preparations for its celebration took
place during the icy winter that followed'”. It was fully celebrated in France during the spring
and summer of 1685 by large parties, including the one given by the Marquis de Seignelay at
the castle of Sceaux, near Paris, in July 1685: during this lavish celebration, the short Idyle sur
la Paix by Jean Racine and Lully was first performed'”. Charpentier was also commissioned to
compose for the commemoration of the truce. During the summer of 1685, the Duc de
Richelieu was planning a big party in honor of the king in his castle of Rueil. He wanted to
celebrate both the centenary of the birth of his uncle, the famous cardinal, and the first
anniversary of the Truce of Ratisbon. For these circumstances, Charpentier composed La féte
de Ruei/, an ambitious score with a rich orchestration well suited for an outdoor

103 See: Ranum, Patricia. “Charting Charpentier « Worlds » through his Mélanges” in New Perspectives on Mare-
Antoine Charpentier, edited by Shirley Thompson. Farnham: Ashgate Publishing, 2010, pp. 1-29.

104 See: Hitchcock, H. Wiley. Les auvres de/ The works of Mare-Antoine Charpentier, Catalogne raisonné. Patis: Picard,
1982, p. 354. Catherine Cessac and Patrica Ranum later agreed about 1685.

105 On the different versions of the music of Charpentier for Le Malade imaginaire, see the works of H. Wiley
Hitchcock: “Marc-Antoine Charpentier and the Comédie-Frangaise” in Journal of the American Musicological Society
XXIV (1971), pp. 255-281; “Problemes d’édition de la musique de Marc-Antoine Charpentier pour ‘le Malade
imaginaire’ ” in Revue de Musicologie, I.VIII (1972), pp. 3—15; and “La comédie-ballet: un art du mélange” in
Moliere, and Charpentier, Marc-Antoine. Le Malade imaginaire, Programme de Salle du Thédtre du Chitelet. Patis:
Théatre du Chatelet, 1990, pp. 27 & 28.

106 Tike for the winter of 1683—1684, when the sea was frozen in England (See Manley, Gordon. “1684: The
coldest winter in the English Instrumental Record”, in Weather, 1 olume 30, Issue 12, December 1975, pp. 382—
388.) and Holland and France. In the south of France there was extraordinary snow and the river Garonne,
which passes by Toulouse, was frozen. The lowest temperature recorded by Cassini in Paris was on 4 February

1684: —=16.8°C. The following winter was again cold in Paris with abundant snow in the east of France. Spring
1685 was dry. See: Easton, Cornelius. Les hivers dans 'Eurgpe occidentale. Leiden : Brill, 1928, p. 116.

107 Racine, Jean & Lully, Jean-Baptiste. /’ldyle sur la Paix: et 'Eglogue de Versailles divertissements, Representez en
differents temps par I'Academie Royale de Musigue. Paris : Ballard, 1703, tome 3, p. 73.
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entertainment'”. But the king decided against attending, the party was cancelled, and the piece

was not performed'”. Did a similar fate overtake Ia Conronne de Flenrs? It is possible and would
explain the lack of information about the performance and the dates it may have occurred.
However, the text of the work gives some indications about the time of its planned
performance. Flore not only sings about the return of peace in France, but she also states
clearly the time of her presence: « The cold weather, having withdrawn / To its somber refuge,
/ Allows the spring / To rejuvenate our fields ».""" The action of Ia Couronne takes place in
spring when the goddess Flore displays her powers. The specific mention of the cold weather
— the month of January 1685 was especially cold in Europe — should bring the date of a possible
performance to the spring of 1685.

3.3.2 The Floralia of the Ancients

Springtime has always been poetically associated with Flore. The goddess of flowers
and vegetation is the central figure of the libretto: she is the first character who appears in the
drama — Charpentier takes great care in his score to mention « Flore alone », which can be
understood as a stage indication more than as a musical requirement — and she is marking her
empire by rejuvenating the fields and has flowers growing under her steps. This goddess has
been closely related to the spring season since early times, and she once had her own festival:
the Floralia, also called the Florifertum, was the ancient Roman festival dedicated to Flora'".
It symbolized the renewal of the cycle of life, marked with dancing, poetry and displays of
flowers, and was held for five days before the Calends of May. These dates are important, since
in La Couronne de Flenrs, Flore also invites shepherdesses and shepherds to celebrate spring in
a festival. But aside from this allusion to the Floralia of classical antiquity, Flore’s festival in
Charpentiet’s Pastorale is for the glory of the king, and therefore had stronger resonances for
the French audience of the seventeenth century.

In fact, in La Couronne de Fleurs, the celebration Flore organizes is a contest. The
goddess makes clear that « To whomever will best sing the glotious deeds / Of the famous
conqueror who ends our tears, / [her] hand will bestow the honors / Of this Crown of
Flowers. »''* She will award the prize to the most eloquent singer: it is a poetic contest, not a
singing joust. The contest is evocative of the poetic competitions that France had been so keen
about since the Middle Ages, and which by the 1680s were spreading through the kingdom.
This proliferation of poetic tournaments was mostly a result of the creation of royal academies

108 [ 4 féte de Rueil, H. 485 pour 6 voix solistes, choeur a 4, 2 flutes traverso, 2 flutes, 2 hautbois, cordes (5), bc,
XXII (1685) ; F-Pn Vm6 17 (parties séparées).

109 Ranum, Patricia M. “Marc-Antoine Charpentier et la ‘Feste de Ruel” 16857, in X11le Siecle, 161 (1988), pp.
393-399.

110 « Les frimas retités / Dans leur sombre retraite, / Souffrent que le printemps / Rajeunisse nos champs ».

11 The Floralia, the « Florifertum », was the ancient Roman festival dedicated to Flora. It was held between
April 27 and May 3. See: Scullard, Howard Hayes. Festivals and Ceremonies of the Roman Republic, (Aspects of Greek
and Roman Life.). Ithaca: Cornell University Press, 1981, p. 110; see also: Warde Fowler, William. The Roman
Festivals of the Period of the Republic: An Introduction to the Study of the Religion of the Romans. London: Macmillan, 1899,
pp- 92-94.

112 « A qui chantera mieux les glorieux exploits / Du fameux Conquérant qui met fin 2 nos larmes / [Sa] main
destine les honneurs / De cette Couronne de Fleurs. »
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in France'”. In addition to the royal protection given in 1672 to the Académie Frangaise in
Paris, an academy was created in Arles as early as 1668, another in Nimes in 1682 and one in
Angers in 1684, to name only a few''. These societies were organizing yearly contests: in 1681,
the Académie d’Atles instituted two prizes, « one for prose and the other for verses, to the two
writers who will have composed in these two languages, in the most dignified and eloquent
mannet, to the honor of His Majesty. »'"* Praise to the king became the main official
inspiration. The same year, the subject of the competition of the Académie Francaise was, «
One always sees the King being calm, although always in perpetual motion. »'°

There is a similarity of inspiration between these official subjects and the ones the
shepherds of La Couronne de Flenrs choose for their contributions. The first contestant
compares Louis’s energy to the strength of a rushing stream, and the second to the powers of
the natural elements. The third contender boasts about the mythic heroes from ancient times
who were as nothing compared to Louis, while the last shepherd affirms the unique place
Louis will take in history. Similar ideas appear under the form of devises (mottos) in the book
of Menesttier: Ia Devise du Roy justifiée. This work, published in Paris in 1679, offers « cinq cens
Devises faite pour S.M. & toute la Maison Royale ». Among those five hundred mottos, each
of which aims to describe a famous person by way of allegory, four offer images similar to
those in the verses proposed by the shepherds of I.a Couronne de Fleurs'. The images contained
in the four short poems were already in Moliére’s Fglggue'”*. The verses which lead to the
«devise » explain it by subsisting to the image, « le corps », a poetic description where it is the
visual vocabulary which depicts the subject'”. Charpentier retained most of the original

113 Caradonna, Jeremy L. The Enlightenment in Practice: academic prize contests and intellectual culture in France, 1670—
1794. Ithaca (NY): Cornell University, 1979, p. 14.

14 See: Almanach Royal pour l'année MDCCXX1/T [17206]. Paris: Veuve d’Houry, & Ch. M. d’Houry, 1726, p. 265.
And, for Nimes, see: Delandine, Antoine Francois. Couronnes Académiques, on Recueil des Prix proposés par les Sociétés
Savantes, avec les noms de ceux: qui les ont obtenus, des Concurrens [sic] distingués, des Auteurs qui ont éerit sur les méme sujets,
le titre & le lien de limpression de lenrs Ouvrages ; précédé de 'Histoire abrégée des Académies de France, Tome Second. Paris :
Cucher, 1787, p. 54.

115 « 'un pour la prose et 'autre pour les vers, aux deux qui auront compose en ces deux langues le plus
dignement et le plus éloquemment a ’honneur de Sa Majesté. » in Letter of Robias Estoublon, « secrétaire de
I’Académie royalle » [sic], dated 10 September 1681, in Registres de I’Académie, fol 207 & 208, quoted in Rance,
Abbé Antoine Joseph. L Académie d’Arles an XV 1léme Siecle d’apres les documents originanx, Tome Denxiéme. Paris :
Lechevalier, 1890, p. 376.

116 « On voit toujours le roi tranquille, quoique dans un mouvement continuel » in: Delandine, Antoine
Francois, Couronnes Acadéniques, on Recueil des Prixc proposés par les Sociétés Savantes, avec les noms de cenx qui les ont
obtenus, des Concurrens [sic| distingués, des Autenrs qui ont écrit sur les méme sujets, le titre & le lien de l'impression de lenrs
Ouvrages ; précédé de 'Histoire abrégée des Académies de France, Tome Premier. Paris : Cucher, 1787, p. 11.

17 See: Menestrier [Pere Claude-Francgois|. La Devise du Roy justifiée. Patis : Estienne Michelet, 1679, pp. 164, 118,
122, 116 (in order of appearance in La Couronne de Flenrs).

118 On the four poems, three are identical, but the first one is formulated with some differences of vocabulary
and syntax.

119 The verses which precede each devise of La Couronne de Fleurs seem to be a trigger to the devise, and maybe a
subject to treat by the contestant? « le bon sens veut, ce me semble, que cette espéce de madrigaux n’étant
qu’une explication de la devise, il n’y entre que la pensée de la devise, ou que les pensées qui v conduisent, & qui
sont liées naturellement a elle » in Bouhours [Pere Dominique]. Les Entretiens d’Ariste et d’Engene. Paris : Seb.
Marbre-Cramoisy, 1671, p. 302. (Undetline added).
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melody, but before each small « ritournelle » ending the songs of the first version, he inserts a
chorus, which by its growing contrapuntal structure develops in a most glorious way the final
praising lines from the contestant’s song: the envoi, the «soul»” of the devise made
specifically for Louis XIV. The musical treatment, using musical keys that Charpentier has
defined himself as « Joyeux et trés guerrier » (Joyful and very warlike) and « Joyeux et
champétre » (Joyful and pastoral)'?, illuminates the royal nature of the four poems, as each
shepherd creates wording akin to a motto at the end, a small symbolic sentence, « la parole »,
attempting to characterize Louis XIV'*.,

In 1672, Moli¢re had already given the poetic contest the characteristic of a collective
event to celebrate the deeds of the king. But inspired by the singing contests described by
Greek and Roman writers'”, Moliére chose to have only two participants enter the contest. It
was a « combat » based on a persistent attempt by the two shepherds to surpass in eloquence
what the other had just sung. If the idea of a progression is kept in La Couronne de Fleurs, the
duel becomes a real contest with many shepherds entering the competition, each with a single
poem'*. This number of participants is a major change from Moliére’s classically based setting,
and gives a very modern sense to the piece. This shift to an evocation of Charpentier’s time is
seen in another distinction, the one of gender, as women now enter the arena and aspire with
the male contestants to the crown of flowers. A next major change from Moli¢re’s version, the
one that gives the most evident clue about a possible context for the commission of L«

Conronne de Fleurs, is the crown of flowers itself. In Moliere’s Eg/ogue, Flore does not clearly

120 Abbé Batteux gives, in 1747, a simple key to understand the art of the devises, taking as an example the
devise of Louis XIV: « On peut définir la Devise, une pensée exprimée par une image & par des paroles
allégoriques. I’image s’appelle le corps de la devise, & les paroles I'ame. I’image & les paroles sont allégoriques,
parce qu’elles ont deux sens ; I'un propre et direct, 'autre figuré et indirect. Ainsi dans la Devise de Louis XIV,
on boit un soleil au-dessus du globe tettrestre avec ces mots, Nec pluribus impar, il suffirait a plusieurs. I’image
représente au propre le soleil, & au figuré le Roi ; & le mot signifie au propre que le soleil pourroit eclairer
plusieurs terres, & au figuré que le Roi pourrait gouverner plusieurs royaumes. Toute devise est donc une
métaphore, une comparaison, qui a quatre termes : le roi est a son peuple ce que le soleil est au monde entiet. »
in Batteux, [Abbé] Charles. “Traité de 'Epigramme & de 'Inscription” in Principes de la littérature. Cinguicme
édition, Tome 111. Paris : 1775, pp. 429 & 430.

121 See: Régles de Composition par Monsienr Charpentier in Cessac, Catherine. Mare-Antoine Charpentier. Paris: Fayard,
1988, pp. 456 & 457. The first two airs of the shepherds are in D major « Joyeux et tres guerrier », the third air
is in that key’s dominant, A major « Joyeux et champétre », and the fourth air is also in A major. Thanks to
Pierre Galon, harpsichordist, and Dr. Camille Tanguy for their help.

122 In 1685, subjects reflect the Truce of Ratisbon and the Académie Francaise proposal to compose on a
Comparison between the King and the emperor Auguste [...] based of the justice of the king, who maintains
the owners of the goods of his kingdom against his own interest: « Comparaison du roi & d’Auguste, d’aprées
ces paroles de Suetone en la vie d’Auguste, n® 32: Loca, in urbe, publica, juris ambigui possessoribus
adjudicavit, fondée sur la justice du roi, qui maintient les possesseurs des biens de son domaine contre ses
propres interéts. ». See : Delandine, Antoine Francois. Couronnes Académiques, on Recueil des Prix proposés par les
Sociétés Savantes, avec les noms de cenx qui les ont obtenus, des Concurrens [sic] distingués, des Autenrs qui ont écrit sur les méme
sujels, le titre & le lien de ['impression de leurs Ouvrages ; précédé de I'Histoire abrégée des Académies de France, Tome Premier.
Paris: Cucher, 1787, p. 12.

123 Theocritus, Idyls, Idyl 6: Damoetas & Daphnis and Idyl 8: Menalque & Daphnis, and Virgil, Bucolics, Eclogue
3: Palemon and Eclogue 5: Daphnis. See: Theocritus. Laze Spring, A translation by Henry Harmon Chamberlin.

Cambridge (MA): Harvard University Press, 1936. Virgil: Eclggnes. Oxford: Clarendon, Oxford University Press,
1994.

124 We hear four of them but as the contest is interrupted, nothing in the text limits this number to those four.
For the dramatic idea of an interruption to work, having more shepherds awaiting their turn is a must.
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state the prize for which the shepherds are contesting, and each shepherd’s main motivation
is to win the hand of his beloved. There is a mention of two crowns, and they appear very
briefly as props in the description of a dance at the end of the prologue'®. The characters never
sing the words « couronne de fleurs ». In the Pastorale, Charpentier himself directly declares the
shift of interest with his title L.z Couronne de Fleurs. Flore specifically declares, in the libretto,
that the crown of flowers will reward the poet who best sings the deeds of the king. When the
contest is interrupted, the crown is not bestowed; Flore instead dismantles it and gives a single
flower to each of the contestants'®’. What the librettist of I.a Couronne de Fleurs is describing
can be summarized: a poetic contest taking place in May where men and women singing the
deeds of Louis XIV received flowers as prizes.

3.3.3 Jeux floraux of the Moderns

This description of events is especially evocative of one the most famous poetic
contests of the time: Les Jeux floranx of Toulouse, the major city of southwest France. This
literary event, the « Floral Games », whose name and dates derive from the Floralia of ancient
Rome, took yeatly place at the end of April and the beginning of May. The Toulouse festival
originated in the fourteenth century, and had poets reciting their work in front of the audience
and the judges. Winning poetic compositions were awarded flowers as prizes: the Violet, the
Eglantine and the Marigold. These flowers were made of precious metals, gold or silver, and
therefore had both symbolic and financial aspects'”’. Beyond these prestigious prizes, small
flowers of lesser value and honor were also awarded to encourage rising talents. The «
Compagnie des Jeux floraux », an assemblage of the intellectual elite of Toulouse, organized
and judged the games, though according to the rules from the original competition in 1323,
everyone could enter the contest: « All persons, of whatever quality they are and country they
come from, of one and the other sex, may aspire to the Prize. »'* This is reflected in T.a
Conronne de Fleurs where both shepherds and shepherdesses receive for their efforts the prize
of a single flower'. All these common points seem to establish I.a Conronne de Flenrs as a
dramatized evocation of the Toulouse event.

125 « Entrée de Ballet: Les deux Zéphirs dansent avec deux couronnes de Fleurs a la main, qu’ils viennent
donner ensuite aux deux Bergers » in Moliere. e Malade imaginaire. Paris: Thierry & Barbin, 1675, p. 9.

126 This distribution is another clue which may speak to the number of contestants: the crown cannot be made
only with four flowers (as we actually hear four competitors before the contest is interrupted).

127 Gélis, Francois de. Histoire critique des Jenx floraux, depuis leur origine jusqu’a leur transformation en Académie (1323—
1694). Reprint Slatkine, p. 107.

128 « Toutes Personnes, de quelque qualité & pais qu’elles soient, de I'un & de Iautre sexe, pourront aspirer aux
Prix » in Avertissement in Recueil de plusienrs picces d'éloquence et de poésie présentées a I’Académie des jenx: Floranx pour les
Prixc de l'année MDCCXXI. Avec les Discours prononceg; cette année dans les Assemblées publigues. Toulouse : Lecamus,
1721, n.p.

129 As Jeremy L. Caradonna, University of Alberta (Canada), has shown in his article “Prendre part au siecle des
Lumieres, LLe concours académique et la culture intellectuelle au XVIIle siecle”. Annales. Histoire, Sciences sociales,
vol. 64, n. 3 (mai—juin 2009), pp. 633—662: the « concours académique » in eighteenth-century France was a
socially diverse literary activity that included thousands of amateur and professional writers, male and female,
rich and poor. This social component is also part of /as leys d’amor, the rules for poetic composition of Les Jeux
floranx recorded by Guillaume Moliné in the fourteenth century: it notes that all of the social groups are
welcome to take part in the contest. See: Gélis, Francois de. Histoire critique des Jeux floranx, depuis leur origine
Jusqu’a lenr transformation en Académie (1323—1694). Toulouse : Privat, 1912, p. 16.
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3.3.4 Jean Bigot de Palaprat (1650-1721)

Whoever adapted Moliére’s Eglogne as a Pastorale for Charpentier must have had in mind
the celebration of Les Jeux floraux of Toulouse. Among the writers active at the end of the
seventeenth century in this city, Jean Bigot de Palaprat (1650—1721) appears as a possible
librettist: his life and activities all make him a likely candidate. He knew Moli¢re in person,
whom he considered a « great actor and a thousand-times-greater writer »"’, and he is mostly
known today for his comedies"'. Born in Toulouse in 1650, Palaprat « always had since
childhood a genuine love for our old Floral Games »'**, and first entered the contest when he
was still young. We know for sure that by the age of twenty-one he had competed successfully
three times, the third time receiving a major prize, a Marigold, for a Chant Royal in praise of
Louis XIV'"; this accomplishment allowed him to become a judge of the contest'*. Being a
lawyer from a noble family, he was also part of the social elite of the town. Appointed twice
as Capitonl, which is similar to being the provost of the merchants'”, Palaprat had as his goal
to seize all opportunities to rejuvenate the cultural life of Toulouse. For his first tenure, in
1676, fireworks for the birth of a royal heir were followed by big plans to build a Royal square

130 « Ce grand Comédien, & mille fois encore plus grand Auteur » in the “Preface” by Palaprat for Les (Euvres de
Monsieur de Palaprat, Nouvelle édition, Augmentée de plusienrs Comédies qui n’ont pas encore été imprimées; d’'un Recuéil de
Pices en vers, adressées a Monseigneur le Duc de Vendome, et de divers Essais de différentes Poésies, avec une Lettre a M. B. P.
M. D. M. contenant quelques legeres observations sur une Devise. Tome Premier. Patis : Pierre Ribou, 1712, n.p.

131 For a few autobiographical elements, see Palaprat’s various prefaces for the 1712 edition of his works: Les
Euvres de Monsieur de Palaprat, Nonvelle édition, Augmentée de plusieurs Comédies qui n'ont pas encore été imprimées; d’un
Recuéil de Pieces en vers, adressées a Monseignenr le Duc de Venddme; et de divers Essais de différentes Poésies, avec une L etire a
M. B. P. M. D. M. contenant quelgues legeres observations sur une Devise. Patis : Ribou, M. DCC. XII. [1712]. On
Palaprat by Francois de Gélis, see: Gélis, Francois de. “Autour de Palaprat” in Revue des Pyrénées, Tome XXI,
1909, p. 188 ; “Autour de Palaprat (suite)” in Revue des Pyrénées, Tome XXI, 1909, p. 357 and “Autour de Palaprat
(suite et fin)” in Revue des Pyrénées, Tome XXII, 1910, p. 75. The list of works by Palaprat is difficult to establish
because: 1. he worked often in collaboration with another author, Brueys; 2. some of his works were not
printed; and, more important for us, 3. some of his earlier works were destroyed during his stay in Italy: «
Pendant que j’étais en Italie, une personne qui m’est chere, craignant peut-étre que la passion de corriger les
meeurs me mendt aussi loin que celle de réparer les torts avait mené Don Quichotte, imita le bon office que la
niece de celui-ci avait rendu en jetant au feu tous ses livres de chevalerie. Elle fit, en mon absence, un abatis
entier, une déconfiture totale de tous les papiers ou se trouvent les mots d’acte et de scene. » in “Discours sur le
Grondeur” in Buvres de Monsieur de Palaprat. .. Tome Premier. Patis : Pierre Ribou, 1712, p. 188.

132 « toujours eu depuis [s]on enfance une véritable tendresse pour nos vieux jeux floraux » in Palaprat,
“Discours sur les Empiriques” in Les (Buvres de Monsienr de Palaprat. .. Tome Second. Paris : Pierre Ribou, 1712, p.
70.

133 A « Souci » in Gélis, Francois de. Histoire critique des Jeux floranx: depuis leur origine jusqu’a lenr transformation en
Académie (1323—-1694). Toulouse : Privat, 1912, p. 316.

134 « Deux fois dans nos illustres Jeux, / J’avais déja su faire approuver mes demandes, / On aoutait déja, pout
orner mes cheveux, / La derniére couronne a deux belles guitlandes : / Que fallait-il pour rendte encore mon
sort plus doux? N’avais-je pas trios fois remporté la victoire ? » Palaprat in Histoire et mémoires de I’ Académie royale
des sciences, inscriptions et belles-Lettres de Toulonse Tome Second 1.re partie ... Toulouse : Jean-Matthieu Douladoure,

1830, p. 344.

135 See : Raynal, Jean. Histoire de la ville de Tonlouse. ... Toulouse : Forest, 1759, p. 520 ; and [Farmain de Rosoi,
Barnabé|. Annales de la ville de Tonlouse, dédiées an Roi, Tome quatrieme. Paris : Duchesne, 1776, pp. 650 & 657.
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and a project to erect a new statue of Louis XIV'™. During his second mandate in 1684,
Palaprat wanted to create a Royal Academy that would unite the Compagnie des Jeux floraux
and another literary society in the town, Les Lanternistes'”’. To promote his idea, he organized
a public celebration, which was presented with all the features of a Festival: « In this respect,
we believed it was necessary to take advantage of joining together the opening of the Floral
Games with the presentation of these proposals. We put on all that was customary to attract
the world; we succeeded too well, and the multitude of people, always in love with novelty,
prevented some from being able to hear well all the ways we used to interest people about the
benefits of the establishment of this Academy in honor of the King. »"*

The event of 1684 must have been grand enough, as Palaprat « added to this feast all
the amenities we could think about to get approval for our project. We did not spare the
symphony or the chorus of music. » Although music was always part of Les Jeux floranx,
Palaprat had a double agenda: he also wanted a signal accomplishment of his administration
to be « the establishment of an opera ». Time was of the essence as a Capitou/ was selected only
for one year. Timing was also crucial, so Palaprat tried to launch the two projects together. He
later admitted: « although I did my best to attract one [opera company] to Toulouse in my year,
I did not manage to show the town the whole delightful spectacle, but at least I used the
occasion of the opening of the Floral Games to give it a magnificent sample. »'* This
« magnificent sample », entitled Owuverture des Jeux: floranx de Toulouse, was performed on 5 April
1684, in the Town Hall of Toulouse, to mark the day when the yearly call for entering the
contest was officially proclaimed. Although the piece seems lost, we know that Palaprat wrote

136 [Farmain de Rosoi, Barnabé]. Annales de la ville de Tonlouse, dédiées an Roi, Tome quatrieme. Paris: Duchesne,
1776, p. 571.

137 Schneider, Robert Alan. Public Life in Toulouse, 1463—1789: From Municipal Republic to Cosmapolitan City. Ithaca
(NY): Cornell University, 1989, p. 259.

138 « Dans cette vue, nous crames qu’il fallait profiter de la conjoncture des ouvertures des Jeux Floraux pour
faire ces propositions. Nous mimes tout en usage pour y attirer beaucoup de monde ; nous ne réussimes que
trop, et la foule du people, toujours amoureux de nouveautés, empécha qu’on puat bien entendre tous les
moyens dont nous nous servimes pour prévenir les gens en faveur de I’établissement de cette Académie a la
gloire du Roi. » Archives de Toulouse, Livre des Conseils, XXXII, Séance du 4 mai 1684, quoted in Gélis,
Francois de. Histoire critique des Jeux floraux depuis leur origine jusqu’a leur transformation en Académie (1323—1694).
Toulouse : Privat, 1912, pp. 149 & 150.

139 « Nous accompagnames cette féte de tous les agréments dont nous piimes nous aviser pour faire approuver
notre dessein. Nous n’y épargnames ni la symphonie ni les chceurs de musique ». Archives de Toulouse, Livre

des Conserls, XXXII, p. 60. Conseil des Seize. Séance du 4 mai 1684, quoted in Gélis, Francois de. Histoire critigue
des Jeus floraux depuis lenr origine jusqu’a lenr transformation en Académie (1323—1694). Toulouse : Privat, 1912, p. 150.

140 « Que 'année de ma Prefecture me dura peu ! Deux choses principales me la firent trop courte : 'une, de
n’avoir pas pu la marquer & la signaler par I’établissement d’un Opera: je fis mon possible pour en attirer un a
Toulouse dans mon année, je ne parvins point a lui faire voir ce spectacle charmant tout entier, mais du moins
je me servis de I'occasion de Pomverture des Jenx Floranx pour lui en donner un échantillon magnifique » in
Palaprat, “Discours sur les Empiriques” in Les QEuvres de Monsienr de Palaprat. .. Tome Second. Patis : Pierre Ribou,
1712, p. 67.
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the libretto and Thibault Aphrodise (or Afroidise)'*', new Master of Music at Saint-Sernin, the
cathedral of Toulouse, composed the music.'*

3.3.5 Academic fever

After the success of Les Jeux floraux of 1684, Palaprat had good reason to hope the
King would support his idea of a Royal Academy, and he planned to celebrate what he thought
would be the first year of the new Royal Academy of Toulouse by staging another small opera
in 1685. The Truce of Ratisbon and the ensuing peace that was supposed to last for twenty
years were wonderful auspices. Palaprat was in Paris at the beginning of 1685'* trying to build
support, at court and in town, for his two academy projects. Looking for a suitable Parisian
composer, it may have been at this time that he made the acquaintance of Marc-Antoine
Charpentier. Together, they may have planned a new work for Les Jeux floraux of 1685.
Charpentier was under significant time pressure as he not only had to compose the ambitious
score of La Féte de Rueil, but he was also working on the revival of Le Malade imaginaire. The
connection between Palaprat’s commission — a piece celebrating a poetic contest — and the
original material of Le Malade imaginaire would have been quite evident to the two artists. The
changes to Moliere’s text are all made to heighten the connection with Les Jeux floraux and
mold it into a suitable piece for such an occasion: La Couronne de Flenrs.

Even beyond his familiarity with the model of the poetic contest, Palaprat must have
been at ease with the subject of the compositions requested by Flore in Ia Couronne de Fleurs:
les devises. These short poetries, in addition to their literary attraction, were used not only on
architecture, but also on sculpture and on medals. Quinault himself had been in charge of
composing the texts for « jettons », the token coins'*, of the Dauphine, and when he died in
1688, Palaprat took over this duty. After the death of the Dauphine in 1690, Palaprat worked
for .a Chambre aux Deniers, the royal institution which had the charge of the spending of the
king and the royal household. For twenty years he wrote poetry annually destined to be
engraved on the medals of the organization. If the early « Traité sur les devises » that Palaprat
said that he composed in 1663'* is nowhere to be found, the attraction of Palaprat for this
kind of literary style is well documented. In his Le#tre sur les Devises'*, dated 7 January 1711, he

141 Thibault Aphrodise, or Afroidise (ca. 1656—1719). Master of music at Saint-Sermin of Toulouse from 1682
to 1719.

Y92 Ouverture des Jenx floranx de Toulouse : mise en musique par le sienr Aphrodise, maistre de musique du vénérable chapitre de
Saint-Sernin et chantée dans le grand Consistoire de I'Hotel-de-ville, le 5 avril 1684. Toulouse: G.-L. Colomiez, 1684. The
music was so appreciated that Les Jeux Floraux gave a prize to the composition. See: Archives de Toulouse, Livre
des Conserls, XXXII, Séance du 4 mai 1684, quoted in: Gélis, Francois de. “Autour de Palaprat” in Revue des
Pyrénées, Tome XXI, 1909, p. 199.

13 Raynal, Jean. Histoire de la ville de Toulouse. ... Toulouse: Forest, 1759, p. 399.
144 The exact use of these type of coins at the French court in the seventeenth century is difficult to trace; some
may have been used as a way of identification, like a pass, a permit for access, a « mereau » in French, but also

for payment (like in the Académie francaise).

145 Palaprat wrote « Je ne veux point faire ici une Dissertation sur la Devise : il me serait aisé¢ de rappeler ce que
j’en ai dit il y a long-temps dans un petit traité que j’en fis imprimer en 1663, a Toulouse » in Palaprat; Lestre 4
M. B. P. M. D. M. in Les (Envres de Monsienr de Palaprat... Tome Second. Paris : Pierre Ribou, 1712. p. 142.

146 See: Lettre a M. B. P. M. D. M. that Palaprat adresses to Monsieur Boudin, Premier Médecin de Monseigneur
(the Dauphin) in Les (Buvres de Monsienr de Palaprat. .. Tome Second. Paris : Pierre Ribou, 1712. « Monsieur Boudin,
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explains the Toulouse origin of his passion: « The fury I always had, on the example of my
parents, for the Ballets, the Masquerades, and all sorts of games where our fathers used the
Mottos »*". Added to this familiarity with the entertainments was a declared ambition to
celebrate Louis XIV in Toulouse: « The King gave us frequent opportunities of making public
festivities. I was in charge of it, it was where I triumphed. As many battles or sieges, as many
Te Deum and therefore bound fires, feasts and rejoicing in the City Hall. Never has the King
had a subject more zealous than I was to rejoice in his conquests. »'*

3.3.6 Further evidence

That Palaprat is a contributor to La Couronne de Flenrs seems likely, but was this piece
performed in Toulouse in 1685? Further research in the town records of the time is necessary
to find a mention of the inclusion of I.a Couronne de Fleurs and in the agenda of the festivities
and verify the hypothesis. What we know for sure from the Archives of Toulouse is that the
festivities around Les Jeux floraux in the year of 1685 were especially lavish, and sumptuous
parties were given, which all the elite of the city and distinguished guests attended. In addition
to the prizes of precious metal flowers, gifts were distributed: fruit jams were given to the
Ladies, and cakes to the people. The bill from 1685 is impressive and was even quoted as a
great extravagance decades later: « It cost 675 livres for the Caterer, 315 livres for the cakes,
210 livres and 16 f. for the boxes of preserves. »* The Truce of Ratisbon, so favorable to
Louis XIV, was an auspicious circumstance and hopes for the renewal of Les Jeux floraux were
high, but in a matter of months the situation in Toulouse changed greatly. The kingdom was
facing the most tragic event of the reign of Louis XIV: the interdiction of the Reformed
religion. The projects to create a Royal Academy or an Academy of Opera were no longer a
priority in a community divided and in a town in social turmoil®'. Palaprat, perhaps shocked

ancien Doyen, Docteur-Régent en Médecine de la Faculté de Paris, ci-devant premier Médecin de Monseigneur,
& ensuite de Madame la Dauphine, a présent de la reine, en Cour » in: Almanach Royal pour l'année MDCCXXT'T
[1726]. Paris : Veuve d’Houry & Ch. M. d’Houry, 1726, p. 322.

147 « la fureur que j’eus toujours, sur 'exemple de mes parens, pour les Ballets, les Mascarades, & toutes ces
sortes de Jeux ou nos péres employaient les Devises » See: Palaprat, Letfre a M. B. P. M. D. M. in Les (Euvres de
Monsieur de Palaprat... Tome Second. Paris : Pierre Ribou, 1712. p. 183.

148 « Le Roy nous donna de fréquentes occasions de faire des fétes publiques. |’en étais chargé, c’était ou je
triomphais. Autant de combats ou de sieges, autant de Te Deum, & partant de feux de joye, de repas & de
réjouissances dans ’'Hoétel de Ville. Jamais le Roy n’a eu un sujet plus z€Elé que moi pour se réjouir de ses
conquétes. » See: Palaprat, « Discours sur les Empiriques » in Les (Ewuvres de Monsieur de Palaprat. .. Tome Second.
Paris : Pierre Ribou, 1712, p. 66.

149 « il en couta 675 livres pour le Traiteur, 315 livres pour les gateaux, 210 livres 16 f. pour les boétes de
confitures, 100 L. pour celui qui fit I’éloge de Clemence Isaure, et 39 livres pour les gardes » in Raynal, Jean.
Histoire de la ville de Tonlonse, avec une notice des hommes illustres, une suite chronologique et bistorique, des Evéques et
Archevégues de cette ville et une table générale des Capitouls, depuis la Réunion du Comté de Toulonse a la Conronne jusqu’a
présent: par Me. |. Raynal, Avocat an Parlement, de I'Acadénie Royale des Sciences, Inscriptions et Belles-Lettres de Toulouse.
Toulouse: Jean Francois Forest, 1754, p. 133.

150 For the impact of the interdiction of the Reformed religion in Toulouse see: Cabanel, Patrick. Histoire des
protestants en France : X171e-XXle siécle. Patis : Fayard, 2012. See also : Brenac, Madeleine. “Toulouse, centre de
lutte contre le protestantisme au XVlle siecle” in Annales du Midi, Volume 77, 1965, pp. 31-45.

151 [Farmain de Rosoi, Barnabé|. Annales de la ville de Tonlouse, dédiées an Roi, Tome guatrieme. Paris: Duchesne,
MDCCLXXVI [1776], p. 575.
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by the tragic events, left for Italy and remained in Rome for two years before returning to
France.

When he came back in 1688, Palaprat entered the service of the Vendome family. In
his functions as the secretary of Louis Joseph de Bourbon, Duke of Vendéme (1654—1712),
Palaprat certainly remained involved with the Pastoral genre as another circumstantial piece
demonstrates. In 1691 Palaprat wrote another Eglogne to be performed for the Dauphin at the
Castle of Anet" with music by « M. Lully, fils du célébre M. Jean-Baptiste Lully »'*. The new
generation walks in the steps of their elders: like Moliere did for Louis XIV in the Prologue of
Le Malade imaginaire, Palaprat gives the title of Eglogne to his short libretto for the Dauphin. The
outlines of the action offer some striking similarities with the ones of Moliere and with
Conronne de Flenrs: Two shepherds™ celebrate the Dauphin, and of course his father, in a
contest of praises, under the judgment of a third one, who promises the winner « as a prize
[his] dog and two shepherd’s crooks »' . Each of the shepherds accumulates praises and
allegory until one declares « May he shines in the Empite of the Lily / May he goes to cover
himself of a noble dust on the battlefield / He is everywhere the picture of his father... », a
final word which the judge interrupts: « What more could you say? Come to receive the
prize. »** Although this time the purpose, which is reflected by the content, is more
entertainment « a 'antique » than celebration of a contemporary event, it is remarkable that

the only other known libretto by Palaprat also uses the idea of a poetic contest'”".

152 1n 16806, the Dauphin had already visited Anet where Acis and Galatée by Lully was premiered for him at great
expense by the Vendome. In 1691, some budget restrictions were imposed by Louis XIV and the personnel
reduced to three actors. The Fglggue of 1691 has indeed three roles. See “Discours sur le Grondeut” in
[Palaprat, Jean de|. Les (Bnvres de Monsienr de Palaprat. .. Tome Second. Paris: Pierre Ribou, 1712, p. 175. For the
event, Campistron wrote an « Idylle » composed by « M. Lully, I'ainé. » Palaprat also mentioned a composition
by « M. Morel, de la musique du Roy », p. 179.

153 For the libretto, see [Palaprat, Jean de]. Les Euvres de Monsienr de Palaprat. .. [Tome Troisieme]. Paris: Pierre
Ribou, 1712, p. 36.

154 The shephetds like in Theocritus Idy/s, 1dyl 8, are named Daphnis and Menalque. The judge of the contest is
named Palémon, as in Virgil, Bacolics, Eclogue 3.

155 The idea of the crook of the shepherd as a prize is found in Virgil, Bueolics, Eclogue 5: Daphnis.

156 « Qu’il brille dans le sein de "Empire des lys, / qu’il aille se couvtir d’une noble poussiére, / Il est partout
'image de son pere... / Que dirais-tu de plus? Viens recevoir le prix. » “Eglogue mise en musique par M. Lully,
fils du célebre M. Jean-Baptiste Lully” in Les (Euvres de Monsienr de Palaprat... Tome Second. Paris: Pierre Ribou,
1712, p. 175.

157 It seems that the simple shepherds of the Pastorale were a form of excuse for the style of the praise, if found
weak. It echoes Virgil and his « Remarquez 3°. Que I’Eglogue ne laisse pas de s’élever, jusqu’a chanter les
actions des Héros : mais toGjours d’une manicre proportionnée a son ton. Sz caninus sylvas Sylva sint Consule
dignae. Elle s’approche des grands, mais sans oublier Iair modeste qui lui convient. » In quoting Virgil, Bucolics,
Eclogue 4, the Jesuit Pere Mourgues, in his Traité de la Poésie frangaise dedicated to the Académie des Jeux floraux,
echoes Pan in the Eglogue of e Malade imaginaire, a text integrated without modifications in Ia Couronne de Fleurs,
when he declares: « Quittez, quittez Bergers, ce dessein téméraire, / Hé, que voulez-vous faire? / Chanter sur
vos chalumeaux, / Ce qu’Apollon sut sa Lyre / Avec ses chants les plus beaux, / N’entreprendrait pas de dire?
/ Ceest donner trop d’Essor au feu qui vous inspire, / C’est voler vers les Cieux sur des ailes de Cire, / Pour
tomber dans le fonds des Eaux. / Pour chanter de LOUIS, lintrépide courage, / Il n’est point d’assez docte
voix, / Point de mots assez grands pour en tracer 'Image; / Le silence est le langage / Qui doit louer ses
exploits. » See: Mourgues, Pere Michel. Traité de la Poésie frangaise par le P. Mourgues, Jesuite. Nouvelle édition, revue,
corrigée & angmentée : avec plusieurs observations sur chaque Espéce de Poésie. Paris : Jacques Vincent, 1729, p. 268.
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In 1694, another member of the Compagnie des Jeux floraux, Simon de La Loubére '™,
completed Palaprat’s project and obtained royal protection from Louis XIV, so it became the
Académie des Jeux floraux. The French king enacted the statutes of the Academy and chose
Palaprat to be one of the first academicians'. Louis XIV also changed the flower prizes given:
« And those flowers are Amaranthe Gold, which we institute and ordain by these said herein,
for the first prize, and a Violet, an Eglantine, and a silver Marigold, which will be the regular
prizes. »'” By selecting a new flower for the first rank, Louis XIV was using the allegorical
language of flowers, the meaning of the amaranth being immortality'®". It is an odd coincidence
that in La Couronne de Flenrs, among the characters who were given charming « botanical »
names that had not been used by Moli¢re — Sylvandre, Forestan, Myrtil, Rosélie, and Hyacinthe
— one also finds Amaranthe'®. Might this idea of the amaranth have come from Palaprat'®’? It

158 Simon de La Loubere (1642—1729) led an embassy to Siam (Thailand) in 1687 (the « La Loubére-Céberet
mission »). Upon his return La Loubere was requested by Louis XIV to make a description of his travels: D
Royaume de Siam par Monsieur de La Ioubére, envoyé extraordinaire du Roy aupres du Roy de Siam en 1687 et 1688. Patis :
Coignard, 1691.

159 Traité de l'origine des Jeux Floranx de Toulouse ; Lettres patents du Roy, portant le rétablissement des Jeux Floraux en une
Académie de Belles Lettres ; Brevet du Roy, gui porte Confirmation des Chancelier, Maintenenrs & Maitres des Jeux Floranx,
& nomination de nonveanx Mainteneurs ; Statuts pour les Jeux: Floranx. Toulouse : Claude-Gilles Lecamus, 1715, p.
135.

160« onze cens livres qui seront employées a 'achat de quatre Fleurs, pour servir de Prix. Et seront lesdites
fleurs, une Amarante d’or, que Nous instituons et ordonnons par cesdites présentes, pour ¢tre le premier Prix,
& une Violette, une Eglantine, & un Soucy d’argent, qui seront les Prix ordinaires. » in Gélis. Histoire Critique des
Jeux floranx. Patis, p. 155. « ’amarante d’or vaut 400 livres. La violette I’églantine et le Souci sont d’argent; les
deux premiceres fleurs sont tarifiées a 250 livres, la troisieme a 200. » See: “Lettres patentes du Roy, portant le
rétablissement des Jeux Floraux en une Académie de Belles Lettres™ in Traité de I'origine des Jeunx floranx de
Toulouse... Toulouse : Claude-Gilles Lecamus, 1715, p. 125.

161 « Quelques-uns font venir le mot d’amarante des mots Grecs anthos, flenr, & maraino, je me flétris, & de la
particule privative @ ; comme qui diroit, une fleur qui ne flétrit point. [...] On a donné ce nom cette plante a
cause que les fleurs conservent long temps leur couleur quoique seches. 1" Amarante est le symbole de
Iimmortalité chez les Poétes. » Furetiere. Dictionnaire universel: contenant generalement tous les mots francois tant ... La
Haye/ Husson, 1726. On the importance of flowers in France, see: Hyde, Elizabeth. Cultivated Power: Flowers,
Culture, and Politics in the Reign of Iouis XI1”. Philadelphia: University of Pennsylvania Press, 2005.

162 The names of the characters are different in Moliere and his shepherds and shepherdesses have names
common in the French seventeenth-century pastoral: Tircis, Dorilas, Climene, and Daphné. It is also quite
interesting to note here that none of these new characters is used in the sung text of La Couronne de Fleurs. This
idea of the name of all the characters connected to the flora is a « trait d’esprit » which would have been only
enjoyed by a reader of the libretto. Therefore, this further evidence indicates that the goal of the composition
must have been an event where a printed libretto would have been available during the performance, as was
then customary for an opera performance, linking I.a Couronne de Fleurs even more strongly to a visual element
in the performance.

163 Perhaps the Amaranth, the Rose and the Hyacinth were supposed to become the new prizes of the
combined academy proposed by Palaprat? Their embodied presence in the shepherds and shepherdesses of La
Couronne de Fleurs would have created a mythological lineage and conferred to the prize an added poetic value.
This poetic idea was already explored by Palaprat when, successful in Les Jeux floranx of 1667, he had to pay
homage to a less fortunate contestant, named M. d’Olive: « Un jour que soubs un gay bocage / Cithérée avec
Mars passait d’heureux momens / Ils prescrivirent a tous par des arrests charmans / Que le laurier seroit la
marque du courage / et ’Olive le prix des fidelles amans: Depuis cet heureux jour / L’Olive et son heros
triomphent tour a tour. » Palaprat cité par Gélis, Francois de. “Autour de Palaprat” in Revue des Pyrénées, Tome
XXI, 1909, p. 195.
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is possible, as the amaranth, as well as the crown of flowers, appears on the seal of the new
Royal Academy of Toulouse. « It is round, and standing in the middle is a woman, representing
poetry, wearing a crown [of flowers] on her head, and giving by her hand an Amaranth to a
poet inclined in front of her, offering some Verses. » Around the seal is the inscription: « Seal
of the Jeux Floraux de Toulouse. »'* This scene, whose similarity to the action of Charpentiet’s
elusive pastoral is too striking to be dismissed, would remain for decades in France a tangible
evocation of Iz Couronne de Fleurs.

164 « Les Jeux Floraux auront a peu pres leur ancient Séel: il sera rond, & au milieu sera debout une femme,
représentant la poésie, et portent une Couronne sur sa téte, & donnan de sa main une Amarante a un Poéte
incline, qui luy presentra des Vers. Autour du Séel sera cette inscription : Séel des Jeux Floraux de Toulouse
[...] Le contre-Séel sera rond, au milieu duquel sera figuré un Parterre de Fleurs, sans aucune inscription » in
Traité de l'origine des Jeux Floraux de Tounlouse.... Toulouse : Claude-Gilles Lecamus, 1715, p. 146.
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3.4. La Descente d’Orphée aux Enfers an opera by Thomas
Corneille for Paris in 1687

«You will not lose her, alas, in restoring her to me.

Every mortal is subject to the decree of death,

And my dear Euridice will resist it in vain.

Sooner or later she will have to return here. »19

Anonymous, libretto for Charpentiet’s La Descente d’Orphée anx Enfers.
"Will you lose her in restoring her to me?

Your Empire everywhere has always been able to expand,

Here, sooner or later, everyone must artive.

This is our inevitable & last retreat. » 160

Thomas Corneille, Livre X “La Descente d’Orphée aux Enfers” in
Les Metamorphoses d’Ovide : mises en vers frangois

Based on the mythical figure of the famous poet-musician Orpheus, La Descente
d’Orphée anx Enfers contains all the elements of the French « Pastorale en musique »'*". But this
operatic work, composed on an anonymous libretto, is a fragmentary dramatic composition.
Indeed, the original score contains only two acts, during which the story of Orpheus, inspired
by the version in Ovid’s Metamorphoses, is not completely told. Furthermore, according to the
rules of the poetry in French opera of the time, this type of musical pastoral was often preceded
by a prologue, and was composed in one, three, or five acts, but never in two'®. Although it
must therefore be considered incomplete, this musical manuscript is nevertheless filled with
valuable information on the circumstances surrounding its creation. While the score provides
the names of the performers, which on the surface seems to support a concert-like
presentation, other indications in the manuscript lead me instead to the hypothesis that [«
Descente d’Ornphée anx Enfers was an opera composed with the primary goal of having it

165 « Tu ne la perdras point, hélas, pout me la rendre. / Tout mortel est soumis a la loi du trépas,/ Et ma chere
Eutidice aura beau s’en défendre, /Il faut que tot ou tatd elle rentre ici-bas. » Anonymous, libretto for
Charpentiet’s La Descente d’Orphée aux Enfers. See my full translation in the Appendixe.

166 « La perdrez-vous pout me la rendre ? Votre Empire partout a su toujours s’étendre,/ Ici-bas, tot ou tard,
chacun doit atriver./ C’est notre inévitable & detniére retraite. » in “La descente d’Orphée aux enfers” in Les
Metamorphoses d’Ovide : mises en vers frangois, Par T. Corneille de I'Academie Frangoise, Tome I1. Liége: Jean Francois
Broncart, 1698, p. 295.

167 See: Durosoir, Georgie. “Pastorales avec musique et pastorales en musique en France au milieu du XVIle
siecle” in Littératures classiques : Thédtre et musigne au XV 1le siccle. éd. Chatles Mazouer. n°21 (ptintemps 1994).
Paris : Klincksieck, pp. 237-248. See also : Dalla Valle, Daniela. “Le succés du premier opéra en frangais : La
Premiere comédie francaise en musique. Pastorale de Pierre Perrin et Albert Cambert” in I "ge de la
représentation : 1. art du spectacle an X1 1le siecle, Actes du IX* collogue du Centre International de Rencontres sur le X111e
siéele. Tubingen : Gunter Narr, 2007, pp. 157-168.

168 Genest, Abbé Chatles-Claude. Dissertations sur la poésie pastorale, ou De lidylle et de I'églogne. Paris, Coignard,
1707. For a modern view, see: Kintzler, Catherine. Poétigue de I'opéra francais, de Corneille a Ronssean. Paris :
Minerve, 1991, p. 210.
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performed on a stage, in a complete theatrical spectacle with dances, decorations and machines.
This probable intention sheds new light on the fate of the work and allows a reconsideration
of the place it occupies in the history of French opera: its destiny seems to be a faithful echo
of the state of the genre at the end of the 1680s, a period during which a new taste was
beginning to assert itself and Charpentier was looking for new fields of expression.

The collected books of manuscripts by Charpentier are the only source for La Descente
d’Orphée anx Enfers'”. Although the number « I » on the volume where it is found would seem
to imply a work of the composer’s youth, the musical style of the piece and the quality of the
calligraphy in the manuscript add to the likelihood that the composition is from the mid-1680s.
Thanks to the names of the performers that were in the score, among them Charpentier
himself, we can date it to before the 1688 death of their patroness, Mademoiselle de Guise,
the Duchess of Guise'". The names of two haute-contres (high tenors) from Duchess” household
are especially significant because they appear together in the score. Charpentier was one; the
other soloist, Anthoine, whose name is written beside Orphée, is found only in those books
that are dated with certainty between 1686 and 1688. As we know that Charpentier left the
service of the Duchess of Guise in 1687, and the same year saw numerous changes in the
French opera landscape: the retirement of Quinault, the demotion of Lully and other events
we will disclose later may have contributed to stimulate Charpentier to write an ambitious piece
in the hope to have it performed. La Descente d’Orphée anx Enfers should likely be dated to
1687'".

On the last page of his score, Charpentier wrote « fin du Sd Acte » (end of S[econ]d
Act): this clarification is significant because Charpentier invariably ended his other dramatic
compositions with the simple word « fin », the end. The manuscript also omits the total number
of measures that the composer usually included on the last sheet of his compositions. In short,
the usual devices by which Charpentier indicates that the work is complete are missing. It
therefore seems that another act is needed to finish this opera and permit the end of the story
of Orpheus to unfold. The anonymous libretto, which follows the first fable in book X of
Ovid’s Metamorphoses'” until this point, presents in the first act the death of Euridice in the
middle of the pastoral scene celebrating her marriage, and Orphée, heeding the advice of the
god Apollon, is planning to descend to the Underworld to claim his wife. In the second act,
after having charmed both the damned and the furies who are torturing them, the poet-
musician touches Proserpine’s heart. The goddess helps him to convince her husband Pluton
to let Euridice return to the living world, but the monarch of hell sets a condition that prohibits
Orphée from turning to see his wife before leaving the vast kingdom of shadows. It is with
the premonition, « Love, burning Love, will you constrain yourself? / Ah! How the tender

169 Ia Descente d’Orphée anx Enfers (H. 488). Département de la musique de la Bibliotheque nationale de France,
cote F-PnRés Vm1 259. Cah. « II » ; volume XIII, Cahiers 49—51.

170 See: Ranum, Patricia. “A sweet servitude: A musician’s life at the Court of Mlle de Guise” in Early Music,
August 1987, p. 351.

1" Hitchcock, H. Wiley. Les auvres de/ The works of Marc-Antoine Charpentier, Catalogne raisonné. Patis: Picard, 1982,
p. 35.

172 “La descente d’Orphée aux enfers” in Les Metamonphoses d’Ovide : mises en vers frangois, Par T. Corneille de
[’Academie Frangoise, Tome 11. Liége: Jean Francois Broncart, 1698, p. 295.
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Orphée must fear himself »'"

Chorus of Happy Shades, Condemned Ones, and Furies »
manuscript.

, that the hero « exits » the stage followed by the regrets of a «
' that concludes the act and the

3.4.1 Orpheus’ period message

In fact, the dramatic action stops in the middle of the second part of the tripartite myth,
before the catastrophe and the denouement, elements the spectators of the seventeenth
century would have expected. In 1660, the French Academician Pierre du Ryer wrote in the
introduction to his translation of Metamorphoses: « It should not be thought that one invented
the Fable only for pleasure. It is a path strewn with roses that the Elders have found to lead
us agreeably to the knowledge of Virtue. And one can say, it seems to me, that it is Wisdom
herself who has briefly stripped away what she has of the austere and serious, to trick
humankind, and to instruct them while being tricked. »” To be understood, the fable of
Orpheus, following the example of the other stories taken from Metamorphoses, had to be told
in its totality in order to have this value of instruction so dear to the literary men of
Charpentier’s time. The second act of Lz Descente d’Orphée aux Enfers finishes with the beginning
of the ascent of Orphée toward the light, accompanied by his wife who he has regained thanks
to the force of inspiration that love imparted to his music. The ancient myth also relates that
it is because of this passion that Orpheus loses Eurydice: impatient to see her again, he looks
back at her, violating the god’s instructions and losing her for the second time. This catastrophe
was followed by a denouement in Ovid’s text, in which Orpheus returns to Earth alone and is
later put to death by the Bacchantes, female followers of the god Bacchus who are infuriated
by the disdain that he has shown to all women since the death of his wife. The head and the
lyre of Orpheus are swept away by the waves, but his soul, rescued by Apollo, will find the one
of Eurydice in the Underworld. Thus, the second loss of Eurydice is balanced by the « second
» descent of Orpheus to the Underworld: the couple is reunited together for eternity. This
morality that seems present in the very title of La Descente d’Orphée anx Enfers appeared essential
to readers and storytellers of the seventeenth century, who needed to see the potential for
edification in ancient fables. The lessons inherent in its stories inspired the creation of many
editions of the Metamorphoses « with new explanations historical, moral, and political. »'"* The
story of Orpheus lends itself to many interpretations, but at the time of Charpentier it seems

173 « Amout, bralant Amout, pourtas tu te contraindre? / Ah! Que le tendre Orphée a lui-méme est a craindre »
in Chatrpentier, La Descente d’Orphée anx Enfers, Act 11.

174 « Cheeur des Ombres Heureuses, de Coupables et de Furies » in Charpentier, La Descente d’Orphée anx: Enfers,
Act I1.

175 « 1l ne faut pas s’imaginer qu’on ait inventé la Fable seulement pour le plaisir. C’est un chemin semé de
Roses que les Anciens ont trouvé pour nous conduire agréablement a la connaissance de la Vertu, Et 'on peut
dire, ce me semble, que C’est la sagesse méme qui se dépouille pour quelques temps de ce qu’elle a d’austere &
de sérieux, pour se jouer avec les hommes, & les instruire en se jouant » in Du-Ryer, Pierre [Pierre Du Ryer].
“Au Lecteur” in Les Metamorphoses d’Ovide, en latin et en francois, divisées en XV livres. Avec de nonvelles Explications
Historigues, Morales et Politiques sur toutes les Fables, chacune selon son sujet; de la traduction de Mr. Pierre Du-Ryer Parisien,
de I’Académie Frangoise. Edition nonvelles, enrichie de tres-belles Figures. Amsterdam : Blaeu, Jannssons, etc., 1702, n.p.

176 Du-Ryer, Pierre [Pierre Du Ryer|. Les Metamorphoses d’'Ovide, en latin et en francois, divisées en XV livres. Avec de
nonvelles Explications Historiques, Morales et Politiques sur toutes les Fables, chacune selon son sujet; de la traduction de Mr.
Pierre Du-Ryer Parisien, de I’Académie Frangoise. Edition nonvelles, enrichie de tres-belles Fignres. Amsterdam : Blaeu,
Jannssons, etc., 1702.
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to have been above all « a fine example of conjugal friendship » " and an allegory of the union
of the soul and the body through love.

One can also try to apply this interpretation of the moral content of the storyline as a
key to the creation of another piece of Charpentier composed on the story of Orpheus: the «
cantata » Orphée descendant aux Enfers. The anonymous text of the cantata represents Orpheus’
exact arrival in the Underworld where his singing, accompanied by his « violin » playing,
alleviates the eternal suffering of the two criminals Tantalus and Ixion by reminding them of
the gentleness of their former loves. Inspired by the shape of the Italian cantata, Charpentiet’s
creation seems a forerunner of the French cantate, a form that would not find its mature shape
until the beginning of the eatly eighteenth century. Drawing on what he learned during his
studies in Italy and from the many scores he brought back with him'”, including works by
Giacomo Carissimi (1605-1674), the French composer explored the intimate drama of a
cantata for the private room. During 1683—-1684, when Orphée descendant anx Enfers is thought
to have been composed, the French cantata does not yet exist, and the piece could be seen as
a draft for a scene to fit in a larger work. As such, for his cantata Charpentier borrows from
the opera genre, bringing into play several characters that share their emotions. The composer
uses the evocative power of music and the lyrical conventions of his time to portray a scene
about the curative effect of love and music, inspired by this feeling. The cantata then seems to
be written for a particular citcumstance, perhaps by way of consolation for physical suffering.
The final sentence sung as final chorus — the expression of the moral of the story — seems to
have been designed to appease some pain or sorrow: « Once love touches a soul, it can feel no
other torments »."”

3.4.2 Performing and musical information

In La Descente d’Orphée aux: Enfers, if for the narrative and poetic reasons at least one
more act is missing, the two acts that have survived are rich in information for a performance.
Indeed, the score lists names of performers in front of many vocal and instrumental parts.
These names are mainly those of household members of the Duchess of Guise. Marie of
Lotraine, an unmarried woman known as Mademoiselle de Guise, was a rich and devout
princess who attended the churches and convents of Paris. Although she was the French king’s
cousin, she had abandoned the life of the royal Court. Charpentier, who excelled in the
composition of religious music, entered her service upon his return from Rome in about 1670.
As we have seen before, in her Parisian residence, Mademoiselle de Guise had formed a small
vocal and instrumental ensemble that presented music for her, including Charpentier’s
creations'. But, despite the presence of the names of her musicians in the margins of the
autograph manuscript, we cannot say today that La Descente d’Orphée anx Enfers is an opera

177 Du-Ryer, Pierre [Pierre Du Ryer]. Les Metamorphoses d’'Ovide. .. Amsterdam : Blaeu, Jannssons, etc., 1702, p.
308.

178 Hitchcock, H. Wiley. “Marc-Antoine Charpentier” in New Grove Dictionary of Music and Musicians.

179 « Pour peu que ’Amour touche une ame, / Elle ne ressent point tous les autres tourments. » in Charpentier,
Onphée descendant aux Enfers.

180 Much of this information on the musical establishment of Mademoiselle de Guise is taken from Ranum,
Patricia. “A sweet servitude: A musician’s life at the Court of Mlle de Guise” in Early Music, 17ol. 15, N° 3, Lully
Anniversary Issue. Oxford: Oxford University Press, 1987, p. 351.
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composed for the Duchess. It is more likely that these two acts were presented, or maybe just
rehearsed, at her Parisian residence. In other operas by Charpentier, the part assignments
shown in scores were often for works given in concert without concern for the dramatic
relation between the performer and the role or roles being sung. The same singer could play a
character who enters the scene though he has just sung in the previous chorus''; there are
examples of this kind of situations in La Descente d’Orphée anx Enfers, where Anthoine, who
plays the role of Orphée, switches in the middle of a scene, where both characters are present,
to the line of Ixion. More significantly, the soprano Brion, who sings the role of Euridice, is
among the voices of the chorus of Furies that celebrates the reunion of Euridice with Orphée
in the Underworld. These obvious irregularities in the distribution of the roles make a scenic
performance unlikely by the singers mentioned in Charpentiet’s score. That the opera was «
played and sung » by the musicians of the Hotel de Guise is what seems to be indicated by the
mention of the names of the singers in the manuscript. That the work was solely written for
this purpose, however, is quite doubtful, as the score contains strong indications that
Charpentier intended his project to be a complete opera for full scenic performances.

Although we know nothing about the circumstances of the first planned performance
of La Descente d’Orphée aux Enfers, some striking elements of the score show that Charpentier
had a staged performance in mind. He composed a number of dances and mentions explicitly
in the score the identity of the characters who were to perform them. In the first act, he states
that the nymphs, companions of Buridice, « sing and dance »'*%. In fact, his composition
alternates song and dance sections on the same musical motif in the pure tradition of the
French court staged entertainment'®. The care Charpentier takes to establish a close
relationship between music and visual imagery grows remarkably following the death of
Euridice when the composer specifies, after the poignant simplicity of the heroine’s dying
words, « here make a great silence »: the picture of immobility resulting from shock and grief
can only be fully expressed by a period of silence in the music'*’. That Charpentier aims to
identify, isolate and characterize key moments of expressiveness in the story of Orpheus is
conveyed again at the end of the act, when the companions of Euridice are joined by the men
for an « Entrée de Nymphes et de Bergers désespérés » The music in A minor — a key that, a
few years later, Charpentier in his description of the « energy of the modes » characterizes as «

181 Like Beaupuis in La Couronne de Fleurs, see Note 100.
182 « chan[tantes] et dans[antes| » in Charpentier, L.a Descente d’Onphée anx Enfers, Acte 1.

183 Harris-Warrick, Rebecca. Dance and Drama in French Baroque Opera, A History. Cambridge Studies in Opera.
Cambridge: Cambridge University Press, 2016, pp. 45-55.

18+This relation between a moment of silence and a frozen picture suggest an interesting sensibility of
Charpentier towards theory of painting of his time. See Félibien’s description of the expression: « Cependant
comme dans les pieces de theatre la fable n’est pas dans sa perfection, si elle n’a un commencement, un milieu,
& une fin pour faire comprendre tout le sujet de la piece ; ’on peut aussi dans de Grands Ouvrages de
Peinture pour instruire mieux ceux qui le verront, en disposer les figures & toute 'ordonnance, de telle sorte
qu’on puisse juger de ce qui aura mesme précédé I'action que I'on représente ; » this point of the picture which
shows the effect, but supposes the cause, is also illustrated by the conference about Véronese’s Les pélerins
d’Emmans where one of the pilgrim is described: « sa surprise ne paroist pas seulement par la disposition de son
corps ; on la voit peinte sur son visage par tous les signes qui arrivent lors qu’il survient quleque action que 'on
n’a point prévue, comme d’avoir les yeux fixement attachez sur le Christ, les sourcils élévez, & la bouche
entr’ouverte. » in Felibien, André. Préface anx Conférences de I’Academie Royale de Peinture et de Sculpture pendant

[’ Année 1667. Paris : 1669, p. 66.
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tender and plaintive »'® — is used to depict a dance of despair for Nymphs and Shepherds with
a high level of expressiveness. This musical representation is evocative of the pictorial research
that Le Brun led at this time on the visual expression of the passions, and that he would later
establish as academic criteria with his decisive conference in 1688 on « General and specific
expression »'* for which he wrote that despair « can be a man who pulls out his hait, bites his
arm, tears at his entire body, and rushes wildly about. »'*" In the second act, the large chorus
of happy shades, condemned ones, and Furies who lament the departure of Orphée offer a
sublime mitror to this expression of despair. They are joined by « Dancing Ghosts »* in a «
light Sarabande » of poignant melancholy that expresses admiration mixed with regret'. This
mention of ghosts is used only for dancers, and this casting information reinforces our
impression that the work was written for a staged presentation.

3.4.3 Staging information

That the work is intended for the stage is also strongly suggested by several details of
entrances and exits by the characters. These indications of staging, although rare in the
manuscript, are rather precise and even suggest scenic effects only possible in a technically
well-equipped theatre. Orpheus was naturally a symbol of the poet-musician who created
wonders, which explains why the first Italian operas with machines seized on the character'.
In France, it is under the evocative title of the Tragicomedy of Orphée in music & ltalian verses. |
With the marvelous scene changes, | the machines & other inventions until | the present day unknown to
France that the opera known by the title of I."Orfeo, composed by Luigi Rossi to a libretto by

Francesco Buti, was performed for Louis XIV in 1647"". In the seventeenth century, the

185 Charpentier in his « énergie des modes » associated A minor to « Tendre et plaintif ».

186 For Le Brun’s theory and its relation with Descartes’ Traité des Passions, See: Ross, Stephanie. “Painting the
Passions: Chatles Le Brun’s Conference Sur I’Expression” in Journal of the History of Ideas, V'ol. 45, No. 1 (Jan.—
Mar., 1984), pp. 25-47.

187 Le Brun, Charles. L’Expression des passions & autres conférences, Correspondance, edited by Julien Philipe. Paris:
Dédale, Maisonneuve et Larose, 1994.

188 The dictionary of the Académie Francaise published in 1694 gives for « Fantosme » : « Spectre, Vaine image
qu’on voit, ou qu’on croit voir » in Dictionnaire de I’Académie Francaise. Paris, 1694.

189 Sébastien de Brossard in 1701 wrote: « La sarabande n’étant a la bien prendre qu’un menuet, dont le
mouvement est grave, lent, sérieux ». see: Dictionnaire de nusique, contenant une explication des termes grecs, latins,
italiens et frangois les plus usitez dans la musique. .. ensemble une table alphabétique des termes frangois qui sont dans le corps de
l'onvrage, sous les titres grecs, latins et italiens, pour servir de supplément, un Traité de la maniére de bien prononcer, surtout en
chantant, les termes italiens, latins et frangois, ... par Me Sébastien de Brossard,. .. 2e éd. Paris : C. Ballard, 1705, p. 300.

190 Legrand, Raphaélle. “Orphée, figure du merveilleux dans 'opéra baroque™ in Per Musi - Revista Académica de
Miisica, n. 24, December 2011. Belo Horizonte: UFMG, pp. 30-34. Available at:
http://dx.doi.org/10.1590/51517-75992011000200004 (accessed 7 August 2017).

1 Ia Tragicomédie d’Orphée en musique & | en vers Ltaliens. | Avec les merveillenx: changements de Thédtre, | les machines &
antres inventions jusques | 1a présent inconnus a la France. Menestriet in his #raité des représentations en musique anciennes et
modernes of 1685 wrote: « ce Prologue n’était pas de I'action d’Orphée, il faisait une picce détachée. » and
suggesting a form that could have been the one of the prologue of Orphée by Charpentier, if the composer
would have followed the fashion, he adds: « nous nous sommes conservez dans cette liberté en France, &
Presque tous les Prologues des pieces de Musiques que 'on a représentées sont a la louange du Roi pour qui
P’on a fait jusqu’icy ces actions de Theatre pour le délasser des fatigues de la Guerre, ou pour celebrer ces
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descent of Orpheus lent itself to « infernal » machinery, and it was with these possibilities for
spectacle in mind that the poets before Charpentiet’s time recounted the myth on the French
stage. Among these machine-based plays, an identically titled work to Charpentier’s by
Francois de Chapoton, La Descente d’Orphée aux Enfers, was created with great success in 1639
and was subsequently revived with the addition of music of Dassoucy' in 1648 and 1662.
These shows with machines give us information about the uses of staging elements in the
works about Orpheus created in the seventeenth century, and descriptions of them in the
memoires of the period enable us to better understand what Charpentier had in mind for his
production of La Descente d’Orphée aux: Enfers.

The death of Eurydice is the first event in the story that may have required special
theatrical effects. The heroine dies from the bite of a snake, and Chapoton’s play does not
hesitate to call for, in its stage directions, a fake reptile « that one sees crawling on the Earth,
and whose free movement and animated action are represented with so much ingenuity that it
is not without difficulty than one could distinguish Nature from the trick. »'” In Charpentiet’s
version, however, it is with the subsequent arrival of Apollon, who advises Orphée to travel
to the Underworld in order to bring back Euridice, that the work first avails itself of the
marvelous effects of theatre machinery. The appearance of Apollo is an event that was
previously included in Buti’s libretto for Rossi and in Chapoton’s play. Apollo, the god of the
sun, traditionally arrived in a flying chariot. As described in Chapoton, « the Sun appears in his
chariot », and in Rossi’s opera, one could see Apollo « descended from the Heavens in his
blazing chariot [...] and his arrival illuminated the flower beds and the pathways of his spacious
garden as far as the eye can see. »* Consequently, we could wonder whether this kind of
machine might have been used in the projected production of the La Descente d’Orphée anx
Enfers. Furthermore, Charpentier writes beneath an instrumental postlude of seven bars at the
end of the scene that « Apollo follows his course »”, cleatly intending the music to accompany
the movement of the chariot as he resumes his path through the heavens. This invaluable

triomphes ». See : Ménestrier, Claude-Francois. Des représentations en musique anciennes et modernes. Paris: R.
Guignard, 1681, p. 196.

192 Charles Coypeau d’Assoucy, known as Dassoucy (1605-1677 or 1679), also composed the stage music for
Andromede by Pierre Corneille in 1650. He is the same Dassoucy who complained bitterly that Moliére had
preferred Charpentier to him when the playwright had to find a new composer after falling out with Lully in
1671. See: Cessac, Catherine. Marc-Antoine Charpentier. Paris: Fayard, 1988, pp. 30 & 31.

193 « un horrible Serpent que ’on void ramper sur la Terre, & dont le mouvement libre & I’action animée sont
representées avec tant de naifveté que ce n’est pas sans peine que 'on pourroit distinguer la Nature d’avec la
feinte. » in « Dessein du Poeme et des superbes machines du Mariage d’Orphée et d’Euridice qui se representera
sur le Theatre du Marais, par les Comediens entretenus par leurs Majestez, Paris, René Baudry, 1647 »
transcribed in Chapoton, Francois de. Lz Descente d’Orphée aux Enfers 1639... Rennes: Presses universitaires de
Rennes, 2004, p. 137.

194 « Le Soleil parait dans son char » in “Dessein du Poeme et des superbes machines du Mariage d’Orphée et
d’Euridice qui se representera sur le Theatre du Marais, par les Comediens entretenus par leurs Majestez, Paris,
René Baudry, 1647” transcribed in Chapoton, Francois de. La Descente d’Orphée anx Enfers 1639... Rennes:
Presses universitaires de Rennes, 2004, p. 137, and « Le Soleil descendu des Cieux dans son char flamboyant
[...] & venant illuminer les agréables parterres & les allées a perte de veué de son spacieux jardin» in “N° 27 La
représentation n’agueres faite devant Leurs Majestez dans le Palais Royal de la tragicomedie d’Orphée en
musique & en vers Italiens.... ” in Extraordinaire de La Gagette de France, 1647, transcribed in Chapoton, Francois
de. La Descente d’Orphée anx Enfers 1639... Rennes: Presses universitaires de Rennes, 2004, p. 130.

195 « Apollon poursuit sa carriére » in Charpentier, La Descente d’Orphée anx Enfers, Acte 1.
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indication is corroborated by the effects related to the same scene in the Chapoton: « Apollo
ascends in his Chariot, and breaking the Clouds, shows through them his Palace filled with
196

surprising light » ™.

3.4.4 The staging trope of the Underworld

But, of course, it is with the second act, which sees Orpheus in the Underworld, that
set designers could exercise their imagination and show the public the wonderful effects of the
« machine ». Aristotle had in his Poetics already indicated that the « pieces tirées des enfers »
were a specific genre'””. In La Descente d’Orphée anx Enfers, while the first act takes place in a
grove setting that the libretto merely evokes in the first verses, Charpentier wrote, at the
beginning of the second act, « ’Enfer » — Hell — at the top of the page. This capital indication,
in lieu of the words « Les Enfers », The Underworld, that the title of the work seemed to imply,
is used to specify scenery. In 1685, polymath Claude-Francois Menestrier mentioned this term
« ”Enfer » with his typological list of « Magic » decorations, in his treatise des Représentations en
musiqgue anciennes et modernes: « Hell, the Court of Pluto, the Elysian fields, the rivers Styx and
Cocytus, lake Avernus, the Caverns of Wizards where everything is black and full of Specters.
»'”* Since the Middle Ages, the scenery of Hell was assured of success with audiences because
it allowed designers and machinists to evoke a supernatural dwelling'”’. In I.a Descente d’Orphée
anx Enfers, the three « fameux coupables » who open the second act by describing their pains
allowed for a display of tortures that the machinery could make more frightening: the fruits
and the water that Tantale cannot reach, the monstrous vulture®” which was devouring Titye’s
liver and even more the wheel of Ixion, all of which was supposed to stop at the arrival of
Orpheus, recall the Mystery plays from the Middle Ages and their depictions of martyrs, and
these visual manifestations offered stimulating challenges to the set designers and machinists.

Beginning in the Renaissance, plays with themes from Greek and Roman authors
provided new sources of inspiration, and the Underworld had become an ideal pretext for the
large stage sets that baroque theatre spectators marveled at. In the play of Chapoton, we saw
« Hell appears » and « this decoration of Hell, where one will suddenly see the stage [is] covered

19 « Apollon remonte dans son Char, & percant les Nuées, fait voir a travers son Palais rempli de lumieres
surprenantes [...] » in “Dessein du Poeme et des superbes machines du Mariage d’Orphée et d’Euridice qui se
representera sur le Theatre du Marais, par les Comediens entretenus par leurs Majestez, Paris, René Baudry,
1647 transcribed in Chapoton, Francois de. La Descente d’Orphée anx Enfers, 1639... Rennes: Presses
universitaires de Rennes, 2004, p. 137.

YT [Dacier, André.] La Poétique d’Aristote Traduite en Frangois. Avec des remargues. Patis : Claude Barbin, 1692,
Chapitre XIX, p. 307 ; and the remark by Dacier, p. 315 : «les Anciens mettoient sur le Theatre les supplices de
ceux qui y étaient tourmentez ».

198 « PEnfer, la Cour de Pluton, les champs Elysiens, le Styx, le Cocyte, ’Averne, les Cavernes des Magiciens ou
tout est noir & plein de Spectres » in Menestrier. des Représentations en musique anciennes et modernes. Paris : R.
Guignard, 1681, p. 173.

199 For a early visual example, see Figure 4 of Chapter 1.
20 In La Descente d’Orphée anx Enfers, Titye is tormented not by one vulture but by two or more: « Titye: De mes
cruels vantonrs la faim semble assouvie. » Acte 11, Scene 2. The plural is not dictated by the rules of versification and

can also be found in Thomas Corneille: « La descente d’Orphée anx: enfers » in Les Metamorphoses d’Ovide : mises en vers
Sfrangois , Par I. Corneille de I’Academie Frangois, Tome 11. Liége: Jean Francpis Broncart, 1698, p. 299.
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with flames from one side to the other».*”" For Ercole amante, the opera written by Francesco
Cavalli and Buti in 1662 for Louis XIV’s wedding, the newly designed sets by the Vigaranis,
father and son™”, were so successful that, as I have explained in the previous chapter, a new
show was requested later by the French king in order to reuse in 1671 the stunning hell scenery.
Several poets entered the contest to write the play: Moliere, helped by Pierre Corneille and
Quinault, was the winner, and in Psiché the Hell of Vigarani served for the Underworld scenes.
But is relevant to remember that Racine favored the descent of Orpheus. There is little doubt
that the main attraction of a performance of La Descente d’Orphée anx Enfers by Charpentier
would have been an opportunity to see a set of this type. In Charpentier’s work, Pluton and
Proserpine do not enter the stage, they « appear », and this staging term suggests that the
audience would have seen the gods magically appearing as in Chapoton’s play where « Orpheus
arrives at Pluto’s Palace which opens and makes the stage change its appearance ». This effect
of an engineered apparition where « we see Pluto appearing on his Brazen Throne [...] and
Proserpine seated beside him »*” is paralleled by Charpentier’s specification, at the end of the
scene: « Pluton and Proserpine disappear ».*"* This stage direction is very different from the
simple « He exits »™” that follows the departure of Orphée, and indicates a theatrical effect,
linked to the machinery.

The following act, if it ever existed, would have also offered its share of surprising
effects. The ascent of Orpheus to the light and his fatal glance at Eurydice, while they are still
in the shadows, is the moment of the story most often treated by Baroque painting and would
certainly have allowed a well-lit effect of a spectacular chiaroscuro™. Following Ovid’s tale,
the return of Apollo could allow a positive ending: the god, coming down in a cloud machine
might have united the two lovers forever, as was done in the Rossi and Buti version of the tale.
A tragic denouement, with Orpheus killed by the Bacchants, would have transformed the
pastoral in a tragedy like the play of Chapoton. By comparing other works it is possible to

201 « I’Enfer paroist » and « cette Decoration de ’Enfer, ou I'on verra tout d’un coup le Theatre couvert de
flammes depuis un bout jusques a 'autre ». in « Dessein du Poeme et des superbes machines du Mariage
d’Orphée et d’Euridice qui se representera sur le Theatre du Marais, par les Comediens entretenus par leurs
Majestez, Paris, René Baudry, 1647 » transcribed in Chapoton, Francgois de. La Descente d’Orphée aux Enfers
1639... Rennes: Presses universitaires de Rennes, 2004, p. 138.

22T Gorcee, Jérome de. Carlo Vigarani, intendant des plaisirs de Louis XI1. Patis: Perrin, 2005, p. 111.

203 Chapoton: « Acte Quatriesme. Orphée arrive devant le Palais de Pluton qui s’ouvre aussi tost & faict que le
Theatre change de face, 'on voit parroistre Pluton sur son Trosne d’Airain [...] & Proserpine assize aupres de
luy. » in “Dessein du Poeme et des superbes machines du Mariage d’Orphée et d’Euridice qui se representera
sur le Theatre du Marais, par les Comediens entretenus par leurs Majestez, Paris, René Baudry, 1647”
transcribed in Chapoton, Francois de. Lz Descente d’Orphée aux Enfers 1639... Rennes: Presses universitaires de
Rennes, 2004, p. 138.

2041n La Descente d’Orphée anx Enfers Charpentier wrote « Pluton et Proserpine disparaissent » which indicates a
machine effect, perhaps through a trap door, distinct from the simple « Il sort » for Orphée. See also following
note.

205 Charpentier wrote « Il sort » in La Descente d’Orphée anx Enfers. This is an instruction which is clearly for a
stage version and makes the Guise concert more a rehearsal of a work in progress, perhaps a public audition,
not the final version of the piece.

206 On the understanding of « Chiaroscuro » by French artists of the seventeenth century, see: [Du Fresnoy,
Charles Alphonse|. L2Art de Peinture de C_A. Du Fresnoy, Traduit en Frangois. Enrichy de Remarques, reven, corrigé &
angmenté. Troisieme édition. Paris : Langlois, 1684, p. 44 ; and [Piles, Roger de|. Dialogne sur le coloris. Paris : Langlois,
1699, p. 13.
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imagine what would have become La Descente d’Orphée aux Enfers: an ambitious pastoral with «
de rigueur » scenic effects, or a tragedy in music of a poignant expressivity. The work, even if
it was rehearsed, tried out, or performed in concert by Mademoiselle de Guise’s musicians,
seems to have been intended — in view of the information contained in the score — as a large-
scale theatrical performance.

3.4.5 Actéon: a first attempt for tragic pastorale

We know with certainty that Charpentier had composed, since the early 1680s”, for
the king’s son and heir, the Dauphin, mostly music for the religious celebrations and services.
But far from the very pious education that his tutors tried to inculcate in him, « Monseigneur
le Dauphin » manifested a keen interest for hunting and music in his youth. There is no record
of dramatic compositions dedicated to the Dauphin but among the dramatic work of
Charpentier, Actéon seems to be an interesting possibility and sheds some light on the
specificity of La Descente d’Orphée anx Enfers. Actéon’s style, and its place in the order of
Charpentier’s numbered manuscript volumes, suggests that it was written in the mid-1680s,
likely in 1684*". On the first page of the manuscript score for Actéon™™, Charpentier makes no
mention of a librettist. The author of the text is hard to identify; adding to the difficulty, the
exact date of the creation for