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The true stage-illusion . . . consists — not in the mind’s judging it to be a forest,

but, in its remission of the judgment that it is not a forest.
{Samuel Taylor Coleridge, Progress
of the Drama {1818]}

The invention of mathematically precise perspective_ painting is generally att_nbuted (;o
Filippo Brunelleschi and Leon Battista Alberti. In his 1436 treatise, Dellla Pittura (_ n
Painting}, Alberti described his process. “First of all, on Fhe surface on which 1 am ggmg’
to paint, I draw a rectangle of whatever size | want, which I_regard as an opeF Lvm ow
through which the subject painted is seen” (Alberti 1991__: 34}. The image of t l:e open
window, of course, has become a classic metaphor for plc'torlal reallslrn in all the a;lrts.
Not only does it propose a separation of viewer on one side am.i suI'J]ect on the ot exl',
but it establishes the notion of the frame through which the subject is seen. The devel-
opment of perspective painting, and the concomitant development of the fram_e, W_a?
quickly adopted in the Renaissance and Baroque theatre of Europe to create pictoria
lllu"?l"(\)en illsiz(;i:::rclfgted in the Barogue era was often for the fantastic ?Nor_lds of allllegoncgl
intermezzi, so it was not “real” in the sense of re.creating an §Xperlentlal reality. BL;]I it
employed perspective technique to create a realistic sense of distance and scah:1 o v;/] a;lt-
ever was depicted — whether phantasmagorical landscgpes or ur.bap streets. T ough t §
specific content and style changed over the next centuries, pictorial illusionism clo.ntmui
to be a major scenographic strategy of much Western tl'lleatre and‘ opera w.el into the
twentieth century. The flickering light of candles ar.xd oil lamps aided the- 1llu510n;lst1c
project, but the increasing brightess of gas led to highly taleflted scene painters w OSE
technical skill could fool the eye of spectators beyond the foothghts-a. Particularly throug
the seventeenth and eighteenth centuries, the perspective vistas painted on parallel rows
of flats, often set in grooves on raked stage floors, meant.that actors could not enter lqtﬁ
the scenic stage. Actors were relegated to the apron stage in frlont of the proscemun}, w1td
scenery trapped upstage. Although the scenic stage had physical depth., the use c;f orcei
perspective excluded the presence of the actor, and scenery thus functioned analogously




place of the play. The identification of the acror with the character, and the characrer
with the locale, mandated historically accurate costumes as well as sets,

One aspect of picrorial illusion that is applicable to painting and stage alike is the
implication that the world seen within the frame continues beyond the frame. As
Rudolph Arnheim explained in relation to painting, the world inside the frame “came (o
be conceived of as boundless - not only in depth, but also laterally ~ so thar the edges of
the picture designated the end of the composition, but not the end of represented space”
(Arnheim 1974; 239). This applies equally well to the mmage within the proscenium.,

The naturalist movement, spearheaded by Emjle Zola, believed thar the theatre

an absolutely accurate - 5 scientific or clinical ~ rendering of the external world.
Thus, it became the altimate illusionism. But the invention of photography in 1839,
and film at the end of the century, created new ways of capturing reality (or at least
convincing an audience thar j¢ was observing reality) that rendered the techniques of
the stage seemingly quaint and inadequare. Declaring that truth lay within the soul
of the individual and could not be depicted through superficial means, the Symbolists
in the 1880s and 1890 called for the “detheatricalization” of the theatre, by which
they meant a rejection of the detailed clutter of the naturalist stage. In the late twen-
tieth and early twenty-first centuries, naturalist illusion, particularly in the depiction
of domestic interiors, sometimes re-emerged as a scenographic trope — naturalism
in quotes, as it were. Audiences often greeted the revelation of such decor with
applause, taking delight in the theatricality of illusionism. Tt also resurfaced in the
highly detailed scenographic environments of much immersive theatre. In an event
such as Sleep No More, spectators move through fully construcred rooms which are,
in essence, Baudrillard-like simulacra: every element within each room is “real,” and
yet the room is a carefully constructed rheatrical space.

In the same essay quoted in the epigraph, Coleridge describes his young son seeing an
engraving of a storm at sea. As Coleridge relates,

first of wonder and then of grief in his eyes and countenance, and at length said,

keeping his eyes fixed on the print.
(I Clark 1965. 412-13)

Coleridge then concludes, “What pictures are to little children, stage illusion Is to
men, provided that they retain any part of the child’s sensibility.” Despite centuries
of technological change and the welter of “isms” of the modernist movement, there

is still a child-like delight and emotional appeal to what Coleridge called “the willing
1

suspension of disbelief.”
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SCENOGRAPHY IN THE FIRST
DECADES OF OPERA!

Evan Baker

Stage design as an independent component of operatic production began in the first
decades of the seventeenth century. The festivals of the preceding era in the great towns
of Florence and Rome as well as in smaller towns presented splendid opportunities for
great artists — particularly Bernardo Buontalenti and the father/son team of Alfonso
and Giulio Parigi — to create designs for grand spectacles of horse ballets, naval battles,
celestial scenes, appearances of deities, and especially devils and demons, many set to
voice and music as precursors to opera,

Even a lesser ruler of a province to the north was inspired to create his own grand
theatre. In 1618 Ranuccio I Farnese of Parma was ready to present his own spectacles
for the visit of the Medici prince Cosimo and commissioned Giovanni Battista Aleotti
to create a new theatre. Aleotti designed a huge space, the Teatro Farnese, which is of
seminal importance to opera and theatre history.?

Situated above the ground on the second floor of the Palazzo della Pilotta, the large
theatre measures over 285 feet in length and is 10§ feet in width. The auditorium,
shaped in the form of an elongated U, is capable of seating over 4,000 spectators.’ One
architectural plan of the theatre reveals a clear delineation of an orchestra “pit,” one of
the earliest of its kind, albeit placed at the same level as the auditorium floor. The stage
measures 140 feet deep with the proscenium opening 39 feet wide.* Pumps brought in
water from nearby wells to flood the auditorium floor for sea bartles. The stage space
included flying machines, traps, and other complicated machinery. Unfortunately,
Cosimo’s illness forced the cancellation of the events, scheduled for 1619, and the
theatre remained unused for 10 years.

More successful was Ranuccio’s heir, Odoardo, who in 1628 celebrated his marriage
to Margherita of the Medici family with splendid festivals of his own. Among the enter-
tainments was a play with infermedi, performed in the smaller court theatre near the
Palazzo, while the primary event, a tournament entitled Mercurio e Marte (“Mercury
and Mars”) was staged in the Teatro Farnese on 21 December 1628.5 Its realization
required five orchestras: one in the pit, one each above the two side entrances before the
pit, and two hidden behind the proscenium. Heavens and hell, deities of all kinds, and
exotic animals appeared throughout the huge spectacle. Cities materialized and disap-
peared and, on command, water flooded the auditorium floor, providing the locale for
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sea battles (Nagler 1964: 153-61). One witness nervously reported, “I was afraid to
sit in such a large hall overloaded with thousands of spectators and many machines,
Moreover, the [floor of the| same hall later had to sustain the weight of the water which
rose to a height of more than [twelve inches|™ (ibid.: 159),

Aleotti’s achievements with hig design of the stage and its machinery in the Teatro
Farnese proved fundamental to the development of operaric staging and theatre technol-
ogy. His innovations included permanently separating the stage space from the audience
using the proscenium arch. In addition to functioning as decoration, with a dedication
to the Farnese family above irs family crescent, the arch also masked the elaborate
machinery above the stage.” The notion of hiding all technical apparatus, however, did
not take hold until the end of the ninetcenth century,

Equally significant was Aleorti’s invention for moving stage sets by means of rolling
wagons or wing chariots (carozze), situated on tracks beneath the stage (Figure 25.1),
Upon the chariots were mounted frames extending through slots in the floor. Stagehands
affixed the painted flats to these frames, set on the same line in the left and right sides
of the stage, and rolled the contraption in and out of view of the audience. Although the
mechanism for propelling the wagons would be refined in the following decades, this
cardinal method of changing scenery remained constant for over 250 years.
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Figure 25.1  Chariot. A wood frame was inserted through a slat in the floor Into a wagon heneath
the stage and affixed 10 a single-rail rolling carriage. Detail from Giulio Ferrario,
Storia e descrizione de’ principali teatri antichi e moderni corredata di tavole col
saggio sull'architettura teatrale. “Tavola B.” Milan, 1830, (Collection of the author.)
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Figure 25.2  Plan (after 1692) of Teatro SS. Giovanni ¢ Paolo, the earliest surviving
architecrural document of a Venetian public theatre. (Sir John Soane’s Museum
[London|, SM Vol. 117/34.)

When in 1637 the curtain opened to reveal the sea scene to the spectators attending
the first performance of Francesco Manelli’s Andromeda at the Teatro San Cassiano
in Venice ~ the first public opera house to charge an entry fee — the spectacle evoked
gasps of wonder. Memoirs described “marvelous transformation scenes, the crowded
stage, the ingenious mechanism, the flying figures, the scenery representing the heavens,
Olympus, the ocean, royal palaces, forests, groves, and innumerable other enchanting
spectacles” (Molmenti 1908: 158). The final scene of the opera paid homage to Venice
with pictorial representations of the city-state.

Few documents detail the early workings of the San Cassiano theatre; the earliest eye-
witness accounts date only from the 1680s, Thus the architectural layout — including the
number of galleries, boxes, seating capacity, and the size of the stage — remains a mystery.
Judging from earlier theatrical structures like thase in Padua, Ferrara, Mantua, and Bologna,
however, it is reasonable to assume that the auditorium took a U-shaped form {(Figure 25.2).
At least five galleries of boxes complemented the theatre with its toral capacity of perhaps
900 seats. The parquet had a number of benches, with space for standing room at the rear
{Mancini e al. 1988: 97). The only account of the theatre’s first production, Andromeda,
comes from Benedetto Ferrari’s foreword to the libretto published two months after the pre-
miere in 1637.7 That description has been confirmed by one of the first published histories
of Venetian opera, Cristaforo Ivanovich’s Memorie Teatrali di Venezia ( 1687),
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After the reconstruction of the San Cassiano, it is likely that the backstage areas
were equipped with the newest machinery necessary to produce the marvelous changes
of scenery outlined in the Andromeda libretro.? This stage spectacle attracted audi-
ences of not only aristocrats and metnbers of the diplomatic community, but aiso of
wealthy bourgeoisie, including the merchants, Indeed, anyone who could afford the
price of a ticket now had the Opportunity to witness the scenic marvels, The influence
of the paying public has governed the business of public opera ever since.

In the portion of the libretto for Andromed, addressed to the reader, the produc-
tion’s description is laced with superlatives for the settings and costumes, Management
spared no expense. All five of the opera’s scenes took place on an “Imaginary shore

revealed Aurora circling, followed by the entrance of Juno in “a golden cart drawn by
two peacocks.” The cart could move and turn to the right or left sides of the stage, “to
the wondering delight of the spectators.” At the end of the prologue, Mercury “flew”
across the stage by means of 4 flying apparatus.

As would remain typical for many decades, the change of setting from the prologue
to the first act was performed in full view of the audience (4 vista): “In an Instant,
one saw the scene change from a Seascape to a wood so natural thar jr carried our
cyes to real snowy heights, real flowering countryside, a regal spreading wood and
unteigned melting of warer” (ibid.). After scenes with Andromeda and nymphs, the
setting changed to the seashore for the appearance of Neptune, probably from below

landed with seaweed hung down to his shoulders. His crown was made as a pyramid
tossed with pearls.”? Prometheus appeared “from the bosom of the sea . . . Astrea
appeared in the sky, and Venus in the sea; one in a silver cloud and the other in her
seashell drawn by swans” {ibid.).

The second act changed into another woodland, After 4 highly praised dance by
Andromeda and her retinue, “suddenly, from below [as if from the underworld] arose
the magician Astarco ag 4 ghost. This character was clad entirely in a long, gold coat
with long hair and beard white as snow. He held in his right hand 2 sorcerer’s scepter.”

coarse sand. This represented the royal palace of Andromeda . . . ; suddenly
the palace disappeared, and we saw the scene entirely consisting of the sea with
Andromeda bound to a rock. The sea monster came out. This animal was made
with such beautifyl cunning that, although not real, he put people in terror.
Except for the act of tearing to pieces and devouring he did everything as if aljve

Es T T ey tnivusana U URGEEE
I

and breathing. From the sky Perseus arrived on Pegasus, and W1Fh thlree bl(_)r\i:fs
of a lance and five with a rapier, he overthrew the monster a-mfl L.n?led lth.'. . The
sky opened and pne saw Jove and Juno in glory anfl other divinities. T ;s great
machine descended to the ground to the accompaniment (?f a congerto o vo}:}ces
and instruments truly from paradise. The two heroes, joined to each other,

i d an end.
i heaven. Here the royal and ever worthy occasion ha
were raised to heave (Worsthorne 1968: 26-7)

Such was the spectacle of the first production of an opera for a pa)'m}llg pl.llﬁlC. 1\t/[ore
than nine significant theatres opened and clqsed up to the end of the eig tele(r)lt cen%ry,
'in which more than 200 operas received their premieres (see Blaker .2013: ), no}l;e .
Until the final decades of the seventeenth century,.producnons in Venetian t e[at_res
did not place importance on stage design as a genuine elerpent of thcel: opera, refy:rllf
instead on the music for inspiration. The survtving illustrations found in imaziny. r(;rs
tispieces and title pages of Venetian librettos d_emonstrate that most hf:a}‘_;1 y 1f:Slgnmt
trained chiefly as architects and engineers. Techm(.:al elements, such as t e e-ve op?ne_
of machinery to effect the changes of décors, received much of the aFtenJElon. E]ahc( tlh )
driven devices of gods descending from the heavens, demons'appearmg .rc(i)lm de tht
is, from below the stage through traps), and oceans transforming into woo dan 5.
1s interesting is how simply, by today’s standfirds, theSE.: effects were created. 1 ]
At the same time as public opera made its debut in .]63?"‘, a fundarpenti Btr.eiz:i lise
appeared: Pratica di Fabbricar Scene e Macchine ne’Teatrzl, or “The Pra_ct'lc; 5074_115 61::;3
Scenery and Stage Machines for Theatres.” Authored by N icola Sabbal:‘nnl ( - time,
it imparted much practical information to theatre technicians and designers oh et A ;
and it continues to be instructive today. A year late.r,. a s?cond volume lt(()getc EE \th a
reprint of the first appeared in Ravenna, and this edition is the one besF n(ivl;rnh.oda)tf}.le
Pratica detailed the design elements from the perspective of stan.dmg . fe in
scenes.” Sabbattini did not invent any of the effects or machines described; in act,hmlany
of the machines had been around for decades, and some were outdgted. No_neF e essE
the treatise’s value lies not in theories but in Sabba.tt_ml’s c_lear, precise deSCflptl%nSfO
the machines and scenic effects. Because of its stmplicity, this book served as a guide for
theatre practitioners throughout seventeenth-century Egrope. efly involved in theatre
Book I of Sabbattini’s treatise describes more than 40 items, §h1efly involved in tf ea ©
construction, seating arrangements for the audien.ce., construction and p_?)lr;ltlpg f;) (;Eelnl
ery, and lighting in the auditorium. The most stnlkmg e-ffectsl are -descn e ]_mhtso ok I .
Fifty-seven chapters discuss theatrical machinery, mf:ludmg du.n.mmgh stfage tliro ,at thi
traps, special effects such as helifire and water fountains, and ram;lg the fron duct?ons e
beginning of the performance — all fundameptfal components E manydpmda
the period. Many effects described by Sabbaan are similar to those use Ito Y. .
Book 1 discusses several methods of using the traps to allow pecy};l edto en gr he
stage. Each chaprer describes moving a segment of thf: stage floor l:lattalc ed to ave?vzhc
ward swinging hinge. One suggests placmg dancers in front of t ke trap to cob (e
appearance of the performer. Another outlines a n?ethod for quic e?tlr(s]mczsi;se ()jr hav.
ing the person stand on a lever that, at the appropriate moment, 1:‘ quickly r sed after
which the trap is closed. Sabbattini strongly recommended usmg” persons E:);}; i,
in this business and trustworthy, so that movements 80 smoothly” (Hewitt 1 : is_.
Dimming illumination cast by candles appeared simple. Merely loweréng OSZ J;al
ing cylinders of soldered tin over each candle by a system of cords operated by
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stagehands will dim or illuminate the stage (ibid.: 111-12). Truly impressive lighting
effects, such as hellfire, required considerable ingenuity. Sabbattini describes a trap
opened at the center of the stage, and men waiting below with specially prepared pots
filled with ground resin. They place a torch in a sealed pot, with the flame abave the
seal. The top of the pot has numerous small holes, and when the pot is shaken the
resin comes out, causing a burst of flame. Performed by several persons and within
the right stage decorations, the hellfire can be quite effective. The author cautions that
“great care” must be taken, “since very often mishaps result, and fools and thick-witted
persons should not be allowed to participate™ (ibid.: 126-7).

Four chapters of Pratica contain instructions for displaying the sea, in either a calm
OrF a tempestoous state, a vital element of staging, particularly if Nepeune appears in
the opera. Stagehands stood on each side of a wide cloth, gripped cords running under it,
raised and lowered the lines at different speeds that caused the cloth to billow and thus
created the illusion of a rolling sea. Another method involved several painted cylinders
resembling waves across the width of the stage. A scale model of a ship rolled across the
stage between the waves while stagehands cranked the cylinders at varying speeds. If the
ship is to travel through a tempest, the model is set on a curved rail. When pulled by a
rope, the ship bobs up and down, as if rocked about in a storm {ibid.: 130—43).

In Sabbattini’s day, gods and goddesses descended from the heavens in machines
commonly known as gloires. These devices took the shape of a sun, a Moo, or, most
frequently, a cloud that could expand in size. Performers could appear either standing
or scated. Theatre technicians perfected several methods for making the clouds grow
as the machine descended from the heavens. In Chapter 46, Sabbattini recommends
constructing an “elevator post” with a winch behind the backdrop. A beam, parallel to
the stage floor with a small platform on which the performer could stand or sit, could
then be lowered from above as if the gods were descending from the heavens, or raised
from the underworld below the stage. Another method used a counterweighted pivoting
crane with its neck also protruding through the backdrop. Painred cloth attached to 2
series of ribs expanded at the pull of the line by an operator below, using the same prin-
ciple as that of a hand fan unfolding. In every effect he described, Sabbattini emphasized
concealing the machinery to prevent spoiling the theatrical illusion {ibid.: 146~70).

In 1640 stage machinery for changing settings in the wings and borders was clumsy
to operate and required a large work force, Shifting scenery — then and now — 15 not
easy. The labor is physically demanding and frequently dangerous. Large and tall
fHats required at least rwo stagehands to move and affix them to the wing chariors,!!
Borders — wide strips of canvas that traversed between the wings above the stage and
hid the upper spaces from view of the public — were hoisted up into place by several
rope lines pulled by stagehands through pulleys mounted on wood crossbeams. Large
canvas objects, tall flats, wide borders, or large drops, are very heavy, especially with
the additional weight of the wood frames.

Hence it was a great step forward in operatic production when a stage machine
was invented to allow a complete change of scenery in one smooth, flowing motion
in full view of the audience. The opening of Venice’s Teatro Novissimo in 1641 with
Giulio Strozzi’s musical setting of Francesco Sacrati’s La finta pazza (“The feigned
madwoman”) provided the opportunity to implement the new system,

The story of this opera revolves around the Greeks’ search for Achilles before he
departs for the Trojan War. Amid the tumult of the search, the gods appear and utter

ACENULTAPAY th The Jirst decades af opera

their support variously for the Greeks or the TFojans. Deidamia, in }:ie;paltl" atdt}}e
thought of the departure of her lover Achilles,_ feigns Tnadness. Afrer she is Palced_ in
chains, Achilles is touched and takes her hand in marriage. As tl_lc warrlorli (1}r11c uding
Achilles) depait for Troy, a celestial chorus bears Deidamia’s chains up tot ed eavens.
La finta pazza was a phenomenon. The opera held 12 perfo.rm_ances in 1'E"b ays —faln
extraordinary success. To satisfy public demand, two separate printings of Fhe i Letto Oci
lowed. Descriptions of the production, accompanied by elaborate illustrations, showere
praise on the marvels of rapid and effortless changes. of scenie at a leve]. of sophlstlcatlog
not found in other theatres.' The libretio describes five distinet scenes in a pre_:)loguecz[ln
three acts. The locales mandated rapid changes betwee.n a royal courtyard, a rich garden,
a seaport, and a setting in hell, with the final scene being a roval garden. _ )
What were these scenic “marvels,” and who created them? A copy of a sixteenth-
century manuscript preserved in the archives of the Correrl Museum in Ve{uce o_ffers a
clue: “Giacomo Torelli of Fano invented the system of shlftlr_lg scenery with WlIlChs?;
and was involved with the four famous theatres of Parls,_ \-/em.ce, Parma, and Fano.
Torelli (1608-1678) appears to have received his early training in the theatres of Ferral;a
and Pesaro where there was more theatrical activit__v than in his birthplace of 1:'1“0. dy
1640, he was working in Venice, probably at first in the emp}oy. of the naval s 1py?r_s
in the Arsenale. His talent with ropes, winches, pulleys, and rigging played a key role in
i ions for the theatre. o
hls";(r)iiﬁi? ;1 newly installed machinery in the understage area of the new Teatro N ov1ss;]1m0
allowed complete changes of scenery in one casy, continuous movement. Thf?:)ug1 aln
ingenious construction of rope lines and pulleys, clouds f.(n’ gods transf.orr.ned eh ort fls‘ y
into royal courtyards or woodland glades, thus amazing and gstomshmg the pu ;lc
Several published writings detail Torelli’s productions, from which we can deduce the
existence of the sophisticated stage machinery. Although no plan}; of the theatre ex1s:i,
recent documents show it to have had four sets of wings. The auditorium probably ha
three galleries of boxes and seated abour 500. . _

Maiolino Bisaccioni’s I! cannocchiale is a 55-page bookler_— lssued.after La fmﬁa
pazza finished its run at the Novissimo ~ describing the productlon,. the singers, and E’ e
public reactions.” The title word “cannocchiale” is a pun on the lItahan for telesciope -
the public looking closely at the specifics of theatrjf:al productlon thrqugh ate escopf;
from afar. This Il cannocchiale was both an examination of the magical elementsd(?
the production and publicity for Torelli, tl_le technical team, _an_d thipcrformers, and it
spread word of the marvels at the production at Teatro N0v1ssm‘l10.

Torelli’s invention enabled a rapid transformation of scene W]lth far !ess manpower.
Below the stage, a series of rope lines were attached. to the chariots, with thellr_ frames
extending through parallel slots in the floor on }.J()th 51de§ of the stage. Thci( Fopehmes. ra?l
through a series of pulleys joined at a centr:al winch. A single person cranking td e \-\i'lm}c]
could regulate the speed of the transformation from one SCene into the nexltl_an [Fu }tl e
ropes attached to one sct of chariots onto the stage while s1multaneousl_y pulling the other
set of chariots into the wings and out of view. After the transformation, sever_al stage-
hands immediately shifted flats off and placed different sets of flats onto 5he charlot.s. :l"he
mechanism was so simple that a “young boy of just fifteen years of age” can pull_1t into
motion, It was hard to believe “that so many flats may _be _moved into their locgtlons to
vary a scene, all at the same time in one moment” (Blsa{fcmm 1_98?’: 1,03;). Torelli was nﬁ)t
so much a scenic designer as a master mechanical engineer; his invention fundamentally
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changed the method of stage production for all genres of theatre everywhere. The visual
aspects of operatic producrion became an mtegral part of the aesthetics of opera itself.

I cannocchiale also showed that audiences delighted in the spectacle. Bisaccioni
wrote of the “marvels” of the scenery changes, which repeatedly drew the public to the
theatre. “|La finta pazza| closed, but the public’s desire to see [the opera] again never
ended” and the theatre was so crowded that many “cursed their own laziness when they
arrived and could not find place to sit” (ibid.; 1052). The foreword to the libretto
noted that 12 performances were required to satisfy the demands of the public and that
It was necessary to reopen the Novissimo for several additional performances,

were changed or cut. Views of Paris replaced all visual references to the Republic of
Venice. The productions at the Teatro Novissimo were splendid but expensive, and the
theatre lost money. Brilliant stagings continued, but after six years and only seven pro-
ducrions, the Novissimo closed its doors in 1646 and burned down soon after.

Still, these productions had great and lasting impact. Venetian opera had won

Although illustrations of the stage apparatus for the Teatro Novissimo have not
survived, we can reconstruct the machinery based on the writings of Fabrizio Carini
Motta (1627-1699), a theatre architect and scenographer at the court of the Duke of
Mantua. [n 1676 he published Trattato sopra la Strutturg de’ Teatri ¢ Scene (“Treatise
on the Structures of Theatres and Scenes™), an important architectural monograph.'s
It includes observations regarding sightlines, placement of the central perspective, the
proscenium arch, and the stage area necessary to accommodate the machinery, wings,
and drops.

Carini Motta prepared an even more significant document in 1688, Costruzione de
Teatri e Macchine Teatrali di Fabrizio Carini Motta Ingeg.>. Architetto del Ser.” Ducq
di Mantua 1688 {“Coustruction of Theatres and Stage Machinery by Fabrizio Carini

manuscript, however, remained unpublished until 1987, when it appeared in an English
translation accompanied by facsimiles of the original illustrations.” Carini Morta’s
manual contains a series of drawings detailing theatrical machinery and dates from the
latter part of the seventeenth century. The surviving manuscript, in a copyist’s hand
from 1773, is based directly on Carini Motta’s work 85 years earlier. In 22 chapters,
Carini Motta codifies Torelli’s mechanics of scene changing. He concentrates on the
use of the slors traversing the width of the stage floor for freestanding objects, such as
braziees, ships, or fountains. The spaces between the groups of slots were called strade
(streets), or more commonly, wings. Carini Motta emphasizes maintaining enough
space between the wings so that

the chariots carryin'g the [flats] will have sufficient space to move back and
forth . . . without any concern that they will foul one another, as they often
leap because of the change of speed, or because of the great forice generated
as they accelerate, causing them to rise out of plumb. When. the circumstances
prohibit sufficient space [for them] to travel smoothly, they jam into the chari-

i i i ience.
ots ahead causing great confusion and inconvenie N
(Larson in Carini Motta 1987: 70)

Borders, painted cloths hung above and betwem.l the wings that spanned the.wicllth of
the stage, also figure in the manual. Not only did borders complete the scenic .p1ctur§
with skies, heavens, leafy branches, and ceilings, they also served to mask flies an
i m public view. .

ma"(l:"}l:l; Zfe};cf;;;)tiois by Sabbattini and Carini Motta demonstrate thfqt thcse.scemc mar-
vels were refinements of existing engineering techniques r'ather than innovations. Torel.h
previously utilized many existing pieces of theatre machinery to merge dlsparate scem:j:
effects into one seamless whole. Hence, all ropes, pulleys, a{ld wheels were incorporare
into a theatrical machine that could be operated in many instances b?’ a single person,
Although theatres and their backstage spaces expa.n.ded as stage machmery evolved,d the
process of moving flats on and off stage, and of raising and lowering drops and borders
in one single movement, remained constant for over 259 years. N

One of the most dazzling theatrical productions outside of Italyltook plac? in Vlf.:flnd
at the new Theater auf der Cortina on 12 and 14 July 1667 featuring Antonio Festl sl
pomo d’oro (“The golden apple”). For the wedding festivities of the Ha psburg l:mpe.ror,
Leopold I, and Margaretha of Spain, which I pomo d’oro was to celebrate, the archlt;ect
Lodovico Burnacini (1636-1707} not only designed plans for a new theatre, but also

i int K : “Jupi d His Court at
] 25.3  lLudovico Burnacini, Il Pomo d'oro, Act 1, sc. §: Jupiter an i
Here B:nquet .« « With Diiscord Floating in a Cloud ab_ow.z the Tab!e {1688).
(Musiksammlung der Osterreichischen Nationalbibliothek, Vienna.)
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23 magnificent settings for the opera (Figure 25.3). Construction of the theatre, which
was made entirely of wood, began early in 1666 in a space next to the royal palace now
occupied by the Austrian National Library. Ensuing difficulties in building and financ.
tng the house forced the delay of the opera’s premiere, originally planned for December
1666, untl July 1667,

At the Theater auf der Cortina, a raised dais in the center in the first row of the
auditorium provided the place of honor for the emperor and his family. The symbo]
of state, a huge double-headed eagle, topped off che elaborately decorared proscenium
arch, Leopold's court sat on chairs behind the €mperor’s party, with the other officials
in the three surrounding galleries. The auditoriumn’s design meant rhat the emperor’

members of the imperial court and visiting dignitaries attended performances; the public
was not admitted.

The main acting area downstage, more than seven meters deep, was equipped with
at least five sets of wings on wagons. The entire stage measured over an astounding
26 meters deep (Griffin 1972: 43). Machinery beneath the stage raised scenic pieces
from below. The 14 meters of space from the stage floor to the ceiling allowed flying
machines for the appearances of deities.

The story of Pomo d'oro revolves loosely around the legend of the judgment of Paris,
Ata banquet of the gods, the goddess Discord appears riding a dragon. From her perch
she throws a golden apple, upon which is inscribed, “to the fairest.” Harmony is shat-
tered as Juno, Minerva, and Venus squabble for the honor. After elaborate scenes of
betrayals, revenge, destruction, dragons, and hell, Leopold 1, in the persona of Jupiter,
restores calm by awarding the golden apple to the one he judges to be the noblest
person on earth, that person whose wisdom will unite the virtues of love, honor, and
beauty. In Burnacini’s staging, the figure of Emperor Leopold appeared frequently as
a godlike character on horseback at the center of the stage or descending as a deus
ex machina {rom the heavens. Margaretha, Leopold’s wife, embodied the figure of
Wisdom. Burnacinj exploited the large stage space and theatre machinery with elaborare
scenery. The settings alternated between seven scenes of interiors and courtyards, wirh
the remaining sixteen scenes using the deeper part of the stage for the perspective views
of encampments, caverns, woodlands, seascapes, heavens, and hells.

Other operas for the Viennese court followed sporadically. Burnacinj designed the
productions of 1/ fioco eterno custodito delle vestale performed on 23 October 1674,
and La monarchia lating trionfale four years later on 10 October 1678. Most of the
operas recerved only a single performance, leaving the theatre otherwise empty. When
the Turks laid siege to Vienna in 1683, Leopold ordered the theatre razed to avoid any
dangers of fire spreading ro the royal residences,

Burnacini’s designs for Pomo d’oro accompanted the publication of Francesco Sbarra’s
libretto, serving 1o publicize both the staging and the power and glory of Leopold I and
the Austrian Empire. Twenty-three engravings depict the auditorium and scenes from
the opera. In the foreword 1o the libretto, Sharra regrets that the reader could not see
either the original production or the magnificent theatre 20 Nevertheless, the results of
Burnacini’s achievements were important for they sowed seeds that flourished a decade
later in the creations of the Galli-Bibienas for their stage designs and plans of new theq-
tres throughout Europe (see Sommer-Mathis et al. 2016).

By 1700 significant emphasis in the Italian opera libretto had shifted away from the
dramatic action of the plor toward the visual aspects of opera production and staging.

' i be played in full
i i i vired that all changes of scenery .
uction practices at the time req . hat ! ene din ol
P.I'C:S of the apudience seated in a fully lit auditorium. Wlﬁle ToFellx F 1n\lflent51(;r:1 gopower fd
o i h a series of pulley
ing ings, moved throug :
the scenes — ropes attached to wings, - : of pulleys and powered
g;gseveral men either working separately or rotating a _ls:;:lgle wm]fh nacl:;-:; tinued o be
i i er
i i i les remained the same. The parap :
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m - f -
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ring the curtain to mask ali scen . - e
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e e
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The most prominent German and Austrian theatres were the Kirntnertortheater in
Vienna (1709), the Opernhaus in the royal palace of Dresden (1719), and the court the-
arre in Mannheim and the Berlin Opernhaus opened in 1742, Smaller important court
theatres included the Ludwigsburg Schlosstheater (1730) and the Margrave’s Theater
in Bayreuth (1748). France, with its monopoly of opera controlled by Lully’s descend-
ants in Paris, lagged behind in numbers with only three new, significant opera houses:
Marseilles (1733), Bordeaux (1735}, and Toulouse {1737).

Architectural exteriors and interiors of theatres reflected their local demographics,
Italian theatres placed emphasis on the interior decorations but, with the exception of
the court theatres in Turin and Naples, less on the exterior facades, The Regio Ducal
Teatro, Milan {1717), despite its smaller and cramped stage, became the most impor-
tant in northern Italy.?? Fire destroyed the edifice in February 1776 and two and a half
years later it was replaced by the magnificent Teatro alla Scala. In Turin, the grand and
elegant Teatro Regio opened its doors in 1740, Two years later Naples inaugurated the
splendid Teatro San Carlo with its well-equipped enormous backstage.

While staged spectacles dominated the first two decades of the eighteenth century,
conformity in scenic design became the rule. There was little experimentation with colors
or architectural forms in the settings depicted on the stage. Generalized settings with
military encamprments, groves of trees, or rooms in royal apartments became common.
This practice at times proved financially advantageous since the mmpresario recycled serts
from one opera to another. If a performer needed to hide behind a tree at the center
of the scene, a painted flat of a tree of the necessary width was positioned either on 3
wagon that traversed the stage through a track, or placed as a freestanding unit at the
specified spot. Built units (called praticabili in lalian — literally, “practicals™), such as
actual stairs, balconies, doors, or windows, generally were not yet part of a production.

Many productions, however, paid no heed to the continuity of settings as required by the
plot of the libretto and drama. Before the Metastasian reforms transformed Italian opera,
stagings often neglected the balance between the drama and the production. Marcello’s
Teatro alla Moda sheds light on the absurdity of the theatre, when productions, settings,
lighting, and acting ran amok.

Instructions for Stage Machinists and Painters of Scenery

The modern stage designer or painter must avoid any familiarity with perspec-
tive, architecture, decorating, or lighting. For that reason he should see to it
that all architectural sets are designed as if viewed from four or six different
points at the same time, and that the horizon is assumed at a different level for
each. This kind of variety will greatly please the eye of the spectator.

For the first two scenes he should provide rich cloth draperies which then
can be used for all other scenes not requiring an outdoor setting. In fact, they
are very nice to have around in a garden or forest scene, too, since they will
protect the singers from the danger of catching cold in the open air , . .

Halls, prisons, small rooms, etc., need not have any doors or windows; the
singers will climb on the stage directly out of [the proscenium| boxes anyway . . .

In scenes representing the seashore, the open country, sheer precipices or
caves, the stage must be kept free from cliffs, rocks, grass, or tree stumps as
those might restrict the virtuose in his acting . . .

Scenography in the first decades of opera

The modern stage technician or painter must take care to employ stronger
colors on props or decorations towards the rear of the stage, the farthe_r t_hey are
removed from the spectators’ eyes. This is necessary since he must distinguish
himself from the old school of stage painting which sought to use softer shades
the larger the distance from the audience, thus creating the i]ll:lsi()l'l of spacious—
ness. But the modern theatrical engineer or painter must strive to achieve the
opposite effect . . .

The modern stage technicians and painters must outdo themselves when
it comes to the set for the opera’s finale. That scene will receive the greatest
amount of applause since it will be judged by the crowds from the street v.vho
by this time have been let into the theatre without having to pay admission.
Therefore this ast scene should represent a summary of all previous scenes.
Seashores, groves, dungeons, halls, smaller rooms, fountains, and fleets of ships
should all be there, along with a bear hunt, large and beautiful tents, banquets,

thunderstorms, and bolts of lightning. ‘
(Pauly 1948/49: 8% passim)

Through the first decades of the eighteenth century, scenic des_igners cont.inucd to place
the vanishing point of perspective at the center of the stage, with the staging and block-
ing of the singers concentrated at downstage center. Objects toward the rear f’f the stage
were painted smaller than those downstage to maintain the centra! perspective upstage
and center. At first, this scheme was intended to create settings pr_lmarlly for. th(? view-
ing pleasure of the ruling potentate seated both front and center in the aulclltolnum or
in his box centrally located in the first tier of boxes at the rear of the auditorium. An
unobstructed view for the remainder of the audience was secondary. Thf: concept of
clear sightlines had yet to take hold and the location of this central perspective remained
unchanged. ‘ _

This approach to scenic perspective tended to limit entrances al_ld exits for singers
to the downstage areas. When performers remained downstage, their physical relation-
ships to the perspective of the settings appeared normal. However, thfa upstage entrances
of the soloists or chorus sometimes inadvertently destroyed the illusion. Francesco
Algarotti, a noted critic and aesthete, acidly observed:

Another most important article, not so much attended to as it sh(_)uld, is in the not
leaving convenient openings in the scenes, particularly of archltecture,.thz_it the
actors may come on, and go off the stage, in such a mianner, as that their figures
may appear, to an observer’s eye, to be in a just proportion with the columns. We
often see them obliged to advance from the bottom [rear] of the stage, because it is
there that the only entrance is contrived for them, which makes their persons _shew
very incongruous and offensive to a discerning spectator. The apparent Fnagmtu_de
of an object depends on a judicious comparison made of the exhibited figure, with
its distance from us. So . . . the performers, presenting themselves from the botrom
of the stage, appear like so many towering giants, by the artificial magic of the
scene, through the illusive power of perspective, inducing us to fancy them at a
prodigious distance. Yet these imaginary giants dwindle by degrees, as they come

forward, and are dwarfed down to their native size, as they approach nearer to us.
{Algarotti 1768: 75)
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Figure 25.4 Ferdin‘ando Galli-Bibiena, “Operacion 68: Designing another scene viewed at an

angle.” Pen and ink drawing from I’Architettira ctvile, published i '
(©Staatliche Graphische Sammivag, Munich.) # published in Parma 1711.

In .1711 the publication of Ferdinando Gal
unigue methods that enabled designers to break from the strictures of the central pe
spective. These ideas profoundly influenced the evolution of the scenic arts in o ora,
spoken thfzatre, and dance, and remain tangible today {Figure 25.4). e
A family dynasty led by the brothers Ferdinando (1657-1743) and Francesco
(1659-1739) Qalli added the name Bibiena to honor their father, Giovanni Maria Galli
who was a painter and the mayor of that Tuscan town. During the last two decades or
the seventee.nth century, the brothers worked as stage designers, scenic painters, and
theatre architects in Parma, Piacenza, Reggio, Rome, Milan, Boiozgna and Vienna, )
In .1.704 the Austrian imperial court summeoned Francesco to Vienna, where he cr;:ated
magnlflc.ent designs for a new court theatre in the Hofburg, Francesc,:o designed other
theatres in FFance and Iraly as well; Nangy (1709), Teatro Alibert (Rome, 1719-22), and
t_he Teat'ro Filarmonico (Verona, 1728). In 1714, Francesco returned to ’Italy and e:;tab—
lished hls workshop in Bologna. With his students, he continued to create vast number
of archltectu'ral plans and rheatrical designs.23 Ferdinando, following his brother’s athS
moved to Vienna in 1712 and became the chjef court architect five years later. "l?hreé

i tr d l W g t: A ssar |d] Q
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li-Bibiena’s Architettura civile presented

Ferdinando Galli-Bibiena’s smagnum opus was his treatise L’Architettura civile,
which consists of five parts: geometry, perspective, civic architecture, painting of per-
spective, and equipment for transporting heavy machinery.* Part Four, notwithstanding
its lengthy title, revolutionized theatrical production: A Short Discourse on Painting
and the Perspective for Painters of Figure: With a new Perspective of Viewing Theatrical
Scenes at an Angle, along with Practical Applications for Others.” Ferdinando’s key
formulas gave designers the capability to create scenes viewed at angles, using the tech-
nique commonly known as scena per angolo.

Bibiena offered a merhod for skewing perspective at 45° angles left and right, The
vanishing point in this case was no longer restricted to an area upstage and center; it
could be placed anywhere within the stage. No longer were viewers forced to endure the
effect of two lines seemingly retreating into the distance and joining together at a point
of perspective fixed centrally at the rear of the stage like a railroad track. Portions of
corridors, grand rooms, chambers, prisons, encampments, and gardens offered differ-
ent opportunities to “peer around the corners” of doorways, arches, gates, and stairs,
thereby engaging the viewer’s imagination. This sophisticated use of optical illusion
delighted audiences and aided immensely in creating the appearance of stage depth
through painted wings and backdrops.

The most important theories for the scena per angolo are in the sections “*How to
locate on wings and borders lines that converge toward the vanishing point” and “How
to design scenes viewed at an angle” (Operations 62 and €7, respectively; Ogden 1978:
53, 60). The latter is accompanied by an illustrated example of a courtyard drawn
both in perspective and wirth a detailed ground plan. Bibiena provided another illus-
trated example showing how to design another “scene viewed at an angle” in a large
hall.¥ The floor should ramp upwards from the front edge of the stage to the rear,
which aids greatly in creating the illusion of perspective. No longer was the axis for the
vanishing point to be determined from the center of the first row of seats in the audi-
torium. Instead, the new viewpoint is pinpointed to the central box in the first gallery.
This change acknowledges the new social hierarchy and its growing influence on the
development of theatre architecture. Consequently, stage designs began emphasizing the
importance of clear sightlines for the general audience instead of the ruler alone.

Before creating the settings, the scene designer must know the precise location of the
wings. Bibiena provided instructions on “how to put theatrical scenes in perspective -
first, how to find the positions of the wings and how to find scaled dimensions deter-
mined by their positions” (Ogden 1978: 49). This operation calculated the amount of
space required between each set of wings for proper lighting and ease of access to the
stage. The latter was especially impaortant because of the practical difficulties encoun-
tered by singers of both sexes wearing the era’s wide costumes. Theatre architects and
stage machinists strove to include more space between the individual wings, in the con-
struction of new theatres and in the renovations of existing stages.

Bibiena’s theories of perspective were not new. Earlier artists and architects such as
Sabbattini had used similar ideas; however, Bibiena’s methods of applying the ideas of
scena per angolo were previously untried. However, his treatise elucidated applications
for creating diverse perspectives clearly and simply. Illustrations in the Architettura
civile enabled most scenic artists and designers to grasp these theories immediarely
and to apply them with relative case. Bibiena’s techniques freed the designer’s eye
and imagination and gave the audience a multitrude of vistas within one stage picture.
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Figure 25.5
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The scenic a}nd staging possibilities thereby offered were staggering. Performers were no
longer restricted to a single area downstage center and parallel to the proscenium. Now
they./ could move back as far as the first set of wings and in a diagonal patrern C]ever
designers could create an illusion of seemingly limitless stage depth for larger ar.id cven
more critically, for smaller stages. )

_ }_\[garotti called Bibiena the “Paul Vercnese of the Theatre” and effusively praised
his invention:

T-he }ntroduction, especially, of accidental points, or rather the invention of
viewing scenes by the angle, produces the finest effects imaginable; but that
requires the nicest judgment to bring properly into practice. FERDINANDO
BisiENA was the inventor of those scenes, which, by the novelty of the manner
drew the eyes of all the curious upon him. They soon began to look upon a;
unpleasing objects for a stage, these streets, and narrow passages, those gal,ler—

ies that were always made to tend to its center, there at once to limit the specta-
tors imagination and sight.

{Algarotti 1768: 77-8)

Eabrmp Qalliari, design for Antonio Salieri’s Europa riconosciuta, Act I1, sc. 7:
A majestic hall for the mecting of the supreme council.” This was one of 28

settings Galliari created for the opera for the opening of the Teatro alla Scala

{n”Mllan,!anS. (Courlt_egz .(.)f Civicio Gahinetto dei Disegni-Castello Sforzesco -

SCEHOGTAPIY 1Tt 4L 1131 UELLED u) vptiv

Bibiena’s theories took years to make their impact. When they did, however, the results
fundamentally changed the direction of scenic design for all of the theatrical arts.

A boom in construction of opera houses throughout the second half of the eighteenth
century resulted in more than 140 new theatres, large and small, opening throughout
Europe. The Bibiena family and their students were prolific; they designed more than 20
theatres.?¢ Antonio alone designed eight, the most famous being the Teatro Comunale
in Bologna {1763); Giuseppe Galli-Bibiena designed the Margrave’s Theater in Bayreuth
(1748). The latter theatres are prime examples of contemporary tastes and baroque
styles running delightfully amok.

Ttalian designers and architects continued to dominate the stage and extended their
influence throughout Europe. Ferdinando Bibiena’s theories took root, and many smaller
theatres were able to create grand settings previously seen only on larger stages. The
three brothers Galliari (Bernardino, Fabrizio, and Ferdinando) were chief designers at
the Teatro Regio in their hometown of Turin and the Regio Ducal Teatro and, later,
the Teatro alla Scala in Milan (Figure 25.5). Production values in their work and that
of others changed through constant evolution in scenic design and stage painting so that
it began to incorporate simple “practicals,” that is, three-dimensional elements such as
steps, stairs, and platforms within the settings. Designers gradually relied less on only
painted wings and borders to create an optical illusion.

Spectacle, however, was still an important part of production. Then, as now, new
productions were very expensive in material costs and also manpower. Even though
most opera productions were far simpler than earlier in the century, impresarios and
cheatre directors could still concoct elaborate effects. Designs became more realistic but
often generic: a room within a palace, a tented city, a garden, a grand gallery, or a mau-
soleum. The use of flying machines and traps continued, but more selectively.

Generic scenery and drops became standard because they saved money and needed
only minor repainting or retouching to lull the public into believing they were seeing
new settings. Stage designers and scenery painters were (and srill are) exceedingly
clever; they knew how to draw out the best effects in order to make the greatest
impact on the public.

Effective stage lighting is vital to achieve optimum scenic effect. Given the relatively
subdued illumination possible in the seventeenth and eighteenth centuries, various
techniques improved its effect. For example, reflective material in both scenery and
costumes made them more visible, Open flames from small pots of oil provided most of
the lighting, supplemented by tallow candles placed primarily at two locations on the
stage.2” The most common placement was at the edge of the forestage, hence this area
was known as the footlights. In many theatres raising the ramp of candles above or
lowering it below the stage floor regulated the intensity of the illumination. More lamps
were mounted behind each chariot, which slid on or off the stage as necessary. Another
method placed a series of lamps affixed on a pole in each of the wings. To dim the iflu-
mination, the poles revolved away from the stage. Controlling the intensity of the light
for illuminating the actors and settings was no easy task. The larger the stage, the more
flames were required, and the greater the costs. Light sources could not be recycled as
could scenery, backdrops, and costumes; consequently, illumination frequently was the
Jargest expenditure for any production.

Candles needed daily replenishment and tending during a performance. Lamps
frequently emitted clouds of smoke along with occasional foul odors. Tapers for
parh candle reanired constant trimming during the course of the opera to maintain a



christopherswift
Text Box
P. 330


_ mv s a\.—\_lll:l}'

Lo s caudies n the footlights, and avo;d interrupting the

SCenic action, (In France, these moucheurs (“snuffers™) were much loved by the pub-
lic.) Despite these drawbacks, economics dictated thar Management of many thearreg
favor tallow candles over the more expensive, though brighter, wax ca dles

Pre~twenrierh-centur}’ stage lighting did nor reach the same artistic level as scene
design. Up to the end of the eighteenth century ojl and candlepower continyed to fight
the stages, providing sufficiens illumination to make rhe settings and costumes visible,
Attempts to control the intensity and color of the light remained crude. At the same
time, lighting continued to he costly. Surviving eighteenth-century documents shoyw
that oil and candles for illumination Were among the moge EXpensive items of any
production budget.

Three positions in the stage area provided sites for lighting: at the frons edge of
the forestage (footlights), behind both sides of the proscenium, and on the rear of the
frames of the rolling wing chariots, Each lamp, backed by a reflective metal sheet, cast
its light towards the stage and decors. Light spread only several feer from the wings, and
gloom enveloped the large backdrops. The purity of the wax or tallow, together with
the quality of the candlewicks, determiped the brightness of the light. Consequently,
controlled dimming of the lght was difficul. Once a candle wag lit, the only change
easily effected was 4 greater degree of darkness, obtajned either by covering the flame
in varying degrees — a5 Suggested by Sabbattini ope hundred years earlier — or by extin-

guishing it altogether. To dim the lights at the Drotmingholm court theatre, where

clumsy and rudimentary,

Footlights created unique problems. If the singers came roo far downstage, the
extreme angle of the light distorted their facial features with shadows and exaggerated
the hand gestures and body movements. Fire was an ever-present danger, especially if
the performerg came oo close to the open flames of the footlights. Deafes of air passing
over the flame caysed unwanted variations of intensity and sometimes unexpected flick-
ering. Smolke frequently rose from the flames, obscured the stage, and created health
hazards. If the candle or the oil was of poor quality, a terripje stench assaulted the
performers and the public. Stagehands continued to enter the Stage to trim the footlight
wicks, thus distracting from the performance.

Stage design and scenic painting compensated in some degree for the dimness of the
Stage. Artists prepared formulas that enabled colors 1o stand out in the shadows, New
techniques in painting scenery increased oprical i
highlights. Reflective material might be added or stronger colors painted on the canvas
to emphasize scenic contrasts. For special effects, such as twinkling starlight or fire-
works, small holes Were punctured through the drop with large batches of candles it
behind a second upstage drop ro hide the glowing flames, A¢ the specified momen; in the
performance stagehands quickly raised the masking drop, which resulted in a marveloys

events every available candelabra and sconce brilliantly l%t the auditoriam. Additi'onal
candelabras hung in front of the boxes, all of which required even greater expendirure

and less smoke began 1o replace tallow candles. .In oil lamps flat, rvfristed, r{bbon;{lkke
wicks generated twice the amount of illumination in contrast to older smgle-stimgA wic Z
A great advance in theatre illumination occur.red in 1?83 when Em_l e Irgan
(1755-1803) received a patent for a lamp that emltted_ ten times greater light. f; was
soon dubbed the “Argand burper.” A Separate reservoir housed the oil -for rhel alse.
fAtrached by a feeding tube from the oil reservoir, two short concentric m;ata tlzf es
housed a cylindrical wick that soaked up the oil, prowdl_ng fuel for_ the ﬂamﬁ zcaFe . (;n
the inside tube. A glass chimney-like tube increased t.he intake of air through the _u;]mf e
tube, thus burning the oil more efficiently and producing a cleaner, c]earer.ﬂame bw1t ‘ a(;
less smoke. A meral reflector attached to the same mount as the glass cyh‘nde; : ;ug(ic; :
the light of the flame off the shiny surfaces towards the stage (see Pougin 1885: ;
: 91 and Plate 46). _
Balflfgezgjtsisr?cl ;dvantages cff the new invention quickly became evident. No_long}::r
would audiences view thick smoke emanating from the tallow lamPs. Stafcklrllg }f e
lamps on the scenery frames in the wings clogest to the stage, as Welf as in Fhe _c;]ot :g‘ ts,
radiated bright light and produced dramat:_c tmprovements in illuminating the stage_,
the performers, and the stage decors. The primary drawback of Argand lampls vlfas-fecl:)
nomic; the burner consumed more oil and tljibes flrequently shattered, particular y if the
ity of the glass was poor, which required replacement. N
qu%];};l?age Cfsts notwilt)hstanding, the Argand lamps proved extremely beneflcmdl.and
quickly came to be widely used. Scenic artists resourcefully aFlapted to the new me |umJE
which required changes in applications of color and sha.dmg_; during the_ painting .01
scenery and backdrops. New techniques included the application of _3pa.rklmg materia
on canvases to create glittering effects, Controlling the flames for achieving a consistent

light became more precise.

Notes

] i i i first three chapters of Evan Baker (2013),
This essay is a condensed and edited extract from_ the ‘ )
' F?"O]Z’f ;':JG Score to the Stage: An Hlustrated History of Continental Opera Production and
taging (Chicago, 11.: University of Chicago Pres_s).. ) . ,
2 %;{f&,:;ﬂri (Farnesge’z is a contemporary name; originally, it was known simply as Teatro nef
large room for theatrical events {Nagler 1964: 152). o
3 if:foﬁi’; ;ersgcription of the Teatro Farnese is derived from Marcello Burtigli’s rezo}rit,
Dcfcrirtione dell'apparato fatto per bonorare la prima ; Isjolennelfntmta .21; Pa:;mzl ; ;99;1
issi ihci, ita di duchessa di Parma, iacenza (Parma, 1629},
seremissima principessa Margherita di Toscana, . . Parr :
igli clai ler rightfully called an exaggera
i claimed the theatre could sear 10,000, which Na'g I righ
ngln’g(ll\fa;l[er 1964: 153 f.n. 63). Although this number is high, it must be r.ernembe.red tlblii‘:
in past centuries the human physiognomy was much smaller, thus allowing considera ¥
le into the space. _ ) ] ) o
4 ;Slzizigegﬁli\cqua progides a concise general overview with excellent1 ;I;L:}s)tr;;r;ogz, ;a;:ﬁ:
ion” | ' iodi ish edition) 1 (June : 77-98.
? for the Ttalian periodical, FMR (English edition)
gi:;frﬁ mc;y be found Ea Luca Iionconi, Marzio dal]’Acqga, et al., Lo Spettacolo ¢ I
Meraviglia: Il Teatro Farnese di Farma e la Festa Barocea {Turin, 1992),
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Claudio Monteverdi composed the tournament music set to the libretto by Claudio Achillini.
The translation from Latin reads, “Ranuccio Farnese, fourth duke of Parma and Piacenza, fifth
duke of Castro, opened this theatre to Bellona [goddess of war] and the Muses with august lib-
eralicy in the year 1619.” Dall’Acqua (Ronconi, Luca, Marzio Dall’Acqua et af. 1992: 81) also
noted that the front curtain behind the proscenium arch was lowered during the preparations
for the performance to hide the cffects from the craftsmen in the auditorium so they would not
be distracted by the wondrous scenic effects unfolding on the stage.

7 Andromeda’s plot centers on the myth of Perseus and Andromeda. The goddess Juno, angered
that Cassiopeia boasted that her beaury was greater than her own, orders Neptune to have a
sea-monster devour Andromeda, the braggart’s daughter. Perseus laments Andromeda’s decision
to accept her fate. Afcer much fussing by the gods, Perseus arrives and slays the monster. Pezseus
asks for Andromeda’s hand, and June’s heart softens. Jupiter raises the two lovers to heaven.

8§ Much of the production had its seeds in Felice Sanches and Pio Enea degli Obizzi's Ermiona,
staged in Padua one year earlier with similar appearances of deities and monsters, such as
a dragon and the sea monster. Cf. Pierluigi Petrobelli, “Francesco Manelli: Documentazione
e Osservazioni” in Chigiana, 24 (1967): 43-66.

9 It is worth noting that Manclli, the composer of the opera, performed Neptune himself,

10 Nicola Sabbartini, “Pratica di Fabricar Scene e Machine ne’ Teatri” {Ravenna, 1638). An English
translation is provided by John H. McDowell as “Manual for Constructing Theatrical Scenes
and Machines™ in The Renaissance Stage: Documents of Serfio, Sabbattini and Furttenbach
(Miami, 1958). All Sabbattini citations refer to this English translation. Several facsimiles of
the original Tralian editions have been published, the latest being Alberto Perrini (Ed.), Nicola
Sabbattini. Scene e Macchine Teatrali; Della Commedia dell’arte e Della Scenotecnica Barocea
con i Disegni Originali (Rome, 1989). An onlince edition is available at: https://archive.org/
details/praticadifabrica00sabb.

11 No one standard terminology exists for this mechanism. “Wing wagon™ is one description,
whereas the French use “chariot,” which is the same in English. Italian is carrefto or carrozza,
a carriage. German is Kulissen, also “Wing wagon.” For consistency, the term “chariot” will be
used throughout.

12 This is not a new phenomenon,; earlier opera librettos such as Pio Enea degli Obizzi’s Ermiona
{(Padua, 1636) also were published with illustrations.

13 “Giacomo Torelli da Fano inventd il moversi delle scene coll’argano, e fece quattro famosi
teatri in Parigi, Parma, Venezia ¢ Fano.” Museo Correr Venice, Cod. Cicogna 2991, fasc. 11,
fol. 30. Cited by Molmenti, 3: 158. The standard works on Torelli are Per Bjurserdm’s Giaconio
Torelli and Barogue Stage Design {Stockholm, 1961) and the exhibirion catalogue, Giaconio
Torelli: [ fnvenzione Scenica nell’ Europa Barocea (Fano, 2005).

14 The size of the Teatro Novissimo and its spaces was recently extrapolated from several surviv-
ing documents. The complete area measured 14.70 meters wide and 29.50 meters long with
the width of the proscenium opening measuring 9.00 meters and a heighe of 6.70 meters.
When the first season at the Novissimo began in 1641, the depth of the stage from the prosce-
nium to the furthest upstage wings measured 12.00 meters with another 4.10 meters added for
the 1642 season (Mancini er al. 1985-95, Vol. 1: 323).

15 Only one copy survives at the Biblioteca Marciana, Venice. A complete transcription is printed
in the program book of the Teatro la Fenice for the first modern production of La finta pazza,
July 1987, pp. 1020-52. All references, unless otherwise noted, are to this edition. Extracts
in English may be found in Bjurstrém 1961 and Rosand 1991, available online at: heepe/fark.
cdlib.orgfark:/13030/ft3199n7sm/.

16 Torelhi himself wrote two pamphlets with scenic descriptions that included engravings of stage
designs for the subsequent operas: Bellerofonte (1642), and the Apparati scenici per Io Teatro
Novissimo di Venetia (1644), the latter discussing the productions of Venere gelosa (1643)
and Deidamia {1644). Both pamphlets arc extremely rare, since they were separate, ephem-
eral publications with derailed descriprions of the production. They foreshadowed the staging
manual, known as the disposizione scenica, or Regiehuch, or livret de mise en scéne, common
in nincteenth-century lealy, Germany, and France.

17 A low resolution digital reproduction of the designs is available on Gallica, beginning with

page 62: htep://gallica.bnf frfark:/12148/bprek 111118c.
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18 Fabrizio Carini Motta, Trattato sopra la struttura de’ teatri e scene (Guastalla, 16‘7{5). A
facsimile of the original in the Bavarian State Library can be viewed at htep:/reader.digitale-
sarhm]ungen.de/de/fs1.’objectf'displayfbsb10862738_00003.html _

19 The manuscript is located at the Biblioteca Estense in Modena. Orville K. Larson (Ed. and
Trans.), The Theatrical Writings of Fabrizio Carini Motta: Translations of “Trattato sopra
la struttura de’ Theatri e scene, 16767 and “Costruzione de teatri ¢ machine teatrali, 1688”
{Carbondale, 1987). _ o

20 Twenty-four prints reproducing each scene were published in 1668. A.foho—snzed and glo-
riously handcolored set of the prints are available in the music collections of the Austrian
National Library and for online viewing at: http://data.onb.ac.at/rec/ALO0161749. A facsimile
of the libretto with the 24 designs in a German edition appeared in 1965 for the members of
the Wicner Bibliophilen-Gesellschaft with an afterword by Margret Dietrich.

91 Benedetto Marcello, If Teatro alla Moda (Venice, 1720}, Without a doubt, Marcello exaggerated
to make good stories. Nonetheless, there is much truth in what he wrote. Al references here are to
the English translation by Reinhard G. Pauly, “Benedetto Marcello’s Il Teatro L?”ﬂ Moda.” Musical
Quarterly, 24 (1948): 222-33, 371-403; and 25 (1949): 85-105. Hereafter c1ted-a.s Pauly.

22 A contemporary description of the Milanese theatre, with two plates, is in Serviliano Latuada,.
Descrizione di Milano, ornata con molti disegni in rame delle fabbriche pitt cospicue, che si
trovano in questa metropoli, 5 Vols. (Milan, 1737-38) 2: 136-9.

23 The original designs of the Bibiena family and their workshops are sca'ftcred tl}rough(_}ut
the world. The largest number is in the Staatliche Graphische Sammlung in Munich, which
holds over 600 designs. Other significant repositories include the Austrian Theater Museum,
Graphische Sammlung Albertina, and Akademie der bildende Kiinste, all of Vienna, anFl the
Metropolitan Museum of Art, New York. See the exhibition catalogue by Deana Lenzi and
Jadranka Bentini, I Bibiena: Una Famiglia in Scena Da Bologna all’Europa (Venice, 2000).

14 Terdinando Galli-Bibiena, L’ Architettura civile (Parma, 1711). All references are to the English
cranslation in Dunbar Ogden, The Italian Baroque Stage: Documents by Giulio Troil, Andrea
Pozzo, Ferdinando Galli-Bibiena, and Baldassare Orsini (Berkeley, 1978). The original Tralian
edition can be viewed at: hetpef/dx.doi.org/10.3931/e-rara-9304. .

25 The published print for this “operation” {1711 edition, opposite p. 139.a_nd reproduc_ec.i in
Odgen 1978, Barogue Stage: 63) does not do justice to the theories of Bibiena. The f)ngmal
drawing for Operation 68 survives in the Staatliche Graphische Sammlung in Mumch._See
Baker 2013, From the Score to the Stage, plate 24 for a reproduction of the original drawing,

26 This number does not include projects that did not come to fruition.

27 Tallow candles were manufactured from animal fats, with a cotton wick for the flame. .

28 Occupants of boxes provided their own lighting. Many people brought a candle f.or extra light
to read their personal copies of the libretto. Librettos from the period housed in the Museo
Teatrale alla Scala in Milan still show wax droppings on numerous pages.
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