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By
Briant Hamor Lee

The purpose of this study is three fold: (1) To
determine the connection between the re-emergence of Neo-
Classicism in the mid-eighteenth through the early nineteenth-
centuries and the architecture of the same period., 1In
attempting to achieve this end it was necessary to define
some of the basic concepts explored and for this purpose the
writings of Pierre Patte, French architect (1723-1814), and
Paolo Landriani, Italian architect and scenic designer (1755-
1839), have been used. (2) To present materials found in
selected theoretical writings of these men, as related to
theatre architecture and theatre history. Thelr works have
been translated and selected portions are in the appendices
of the study. (3) To establish the importance of Patte and
Landriani relative to the Neo-Classic period, Neo-Classic
theatre architecture, and Neo-Classicism in theatrical pro-
duction, Their contributions to architectural theory and
aesthetics will be related to Neo-Classic art and aesthetic
thought. Thelr contributions to theatrical production tech-
niques, as an edjunct study of thelir architecture, will be
explored, thus pointing their major contributions to theatre
history.
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The major source of the study, the translation of pri-
mary materials, includes Patte's Essal sur l'architecture
theatrale, and a portion of his articles in the Mercure de
France. Paolo Landriani, professor and scenic deslgner at
the Teatro della Scala, translated Patte's Essay and com-
mented extensively upon it in a collection of essays edited
by Dr. Giuglio Ferrario, published in 1830. Other of Landri-

ani's 1deas were found in his Osservazioni sul Teatrl e

Decorazioni, of 1818, which is included for its material on
architecture and box sets. The works of neither of these
men seem to be known,

Patte's Essay with Landriani's answering Observations

make an excellent contrast of the ideas and works of two
similar yet divergent schools of thought within the aesthetic
of Neo=Classlic theatre architecture., It 1s the primary
intention of this study to present the works of Patte and
Landrianil in the 1light of thelr definition of Neo-Classic
theatre architecture.

An adjunct of the study will be the presentation of
Patte's work on lens and reflector system stage lighting
equipment (1781). Ee suggested that such equipment be used
to front-light the stage, and side-light wings, from above,
thus obviating the use of footlights, Another adjunct of
the study will be the discussion of Landriani's works on
defining the uses, advantages, and disadvantages of the box
set (1818).
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The conclusion of the study 1s that based on the

works of Patte and Landriani, and substantlated by addi-
tional study, there does appear to be a well defined style
of Neo-Classic theatre architecture in the eighteenth-century.
A further point of the study is that the two major contribu-
tors to the Neo-=Classic style of theatre architecture should
not only be remembered for thelr contributions to theatre
archltecture, but also for thelr contributions to theatrical

production,
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CEAPTER I

THE PROBLEM AND INTRODUCTION

The purpose of this study is to undertake a detailed
analysis and description of the style of eighteenth-century

theatre architecture known as the Neo-Classic. This will

be achieved by undertakings: (1) the translation of the
theoretical works on theatre production and theatre archi-
tecture of Pierre Patte (French - 1723-1814), and Paolo
Landriani (Italian - 1755-1839), (2) the translation of the
introductory and editorial remarks of Giuglio Ferrario
(Italian - 1767-1847), editor and publisher of the 1830 edi-
tion of Patte and Landriani's works, (3) research into the
Neo=Classic historical period of the middle and late
eighteenth-century, (4) analysis of the philosophic, artis-
tic, sculptural, and architectural production of the Neo-
Classic period, (5) relation of this artistic production to
the conception of a style, (6) relation of the Neo-Classic
style to the works of Patte and Landriani, (7) discussion
of the significance of the works of Patte and Landriani, and
finally (8) discussion of the significance of a Neo-Classic
style of theatre architecture,

Hard and fast categorization of historical dates
would be difficult to use in any study dealing with philo-
sophical and artistic ideas, but for the sake of strict



2
chronology this study can be dated around 1780 through 1830.
These dates happen to be the dates of the primary materials
translated and made avallable for the first time in English
by this study; but in a larger sense, these dates seem to
correspond with the period of the development, the height,
and the decline of the Neo-Classic style.

Artistically, the middle eighteenth-century is known
for the re-emergence of the influence of historic classic-
1sm.1 This study, therefore, attempts to determine the sig-
nificance and influence of the Neo-Classic style as it
related to architecture, and specifically to theatre archi-
tecture.

This period was known for the development of the
humanistic and sclentific researches which led to the Indus-
trial Revolution of the nlneteenth-century.2 The study will
also attempt to relate some of the optical and accoustical
theorles mentioned 1in Patte and Landriani, an outgrowth of
the sclentific temperament of the period, to ascertain if
these theories have any significance.

An avowed purpose of this study is to determine the

connection between the re-emergence of Neo-Classicism in the

lencyclopedia of World Art (New York: McGraw Hill
Book Co., Inc., 1965), p. 514; see also Lieth, p. 9; Rosen-
blum, pp. 45-49; Rowland, p. 281; and Vermeule, pp. 156~
158; detalled references follow.

2Herbert Heaton, "Industrial Revolution," Encyclo-
pedia of the Social Sciences (New York: The Macmillan Com-
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mid-eighteenth-century through the early nineteenth-century
and the architecture of the same period. 1In attempting to
achieve this end it will be necessary to define some of the
basic concepts to be explored.

First, the era of Neo-Classicism can be defined
generally as that period when historical classicism was the
prime influence on artistic and philosophical thought. This
perlod would extend from the dates of the writings of Winc-
kelmann, Milizia, Mengs and others of the 1750's and 1760's
through the expiration of the vital influence of historic
classicism, due to the influence of Romanticism, in the
second quarter of the nineteenth-century.3

Second, one of the most useful definitions of style
relating to architecture, which can be specifically applied
to theatre architecture, 1s that of Nikolaus Pevsner in his
Outline of European Architecture. Pevsner goes to great
lengths in his Introduction to discuss and define architec-
ture as art. One of his primary distinctions is that the
term architecture applies only to bulldings designed with
a view to their aesthetic appeal, He discusses three ways
in which buildings may cause aesthetlic sensations:

First, they may be produced by the treatment of the

walls, proportions of windows, the relation of wall=-
space to window space, of one story to another, of

3Henry-Russell Hitchcock, Architecture in the 19th
& 20th Centuries (Baltimore, Maryland: Penguin Books, 1958),
PP. Xxi; see also Encyclopedia of World Art, p. 514.
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ornamentation such as the tracery of a fourteenth-
century window, or the leaf and fruit garlands of a
Wren porch,

Secondly, the treatment of the exterior of a build-
ing as a whole 1s aesthetically significant, its con-
trasts of block against block, the effect of a pitched
roof or flat roof or dome, the rhythm of projections
and recessions.

Thirdly, there 1s the effect on our senses of the
treatment of the interior, the sequence of the rooms,
the widening of a nave at the crossing, the stately
movement of a Baroque stalrcase,

Spatial qualities distinguish the aesthetic sensa-
tions of architecture. The first sensation 1s two-
dimensional as is the work of the painter. The
second 1s three-dimensional, and as it treats the
building as a whole, as volume, as a plastic unit, it
is the sculptor's aesthetic. The third 1s three-
dimensional, also, but it concerns space and as a
result is the architect's own way, more than the
others. This spatial quality is what disﬁinguishes
architecture from painting and sculpture,

The conclusion which Pevsner draws is that the his-
tory of architecture 1s primarily a history of man shaping

space.5 A working definitlon, then, of a style of archi-

tecture is a setting down of the characteristics of the
manner and motives of the way in which man at a particular
period of time shaped space architecturally. HKow and why
man shaped space at a particular time is a way to define
the style of what he designed and bullt,

The third definition needed for the use of this
study is a working definition of Neo=-Classlc style, in

general and in particular. For a perhaps over-simplified

uNikolaus Pevsner, An Outline of European Archi-
tecture (Baltimore, Maryland: Penguin Books, 1943,
reprinted 1964), p. 15.

5Ibid., p. 16.
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definition of Neo-Classiclsm as applied to style, one can

turn to Wolf's, Dictionary of the Arts:

e o o 8 term in art and architecture applied to the
period centering about the turn of the 19th century,
representing a reaction to the luxury and elegance of
Louis XV, There was a suave refining of lines and
contrasts, the growth of dignity and simplicity, the
stressing of horizontal lines, and a general sincerity
in the recreation of classic forms in subdued fashion.
« o o In architecture, modified forms of Roman temples,
baths, basilicas, and other public structures were
adapted to all contemporary buildings. . . . Term
originated with Winckelmann as Neuklassik, and appears
to have been induced by the discovery of Pompelan art
in the 18th century.

The broad elements of the Neo-Classic style of
architecture have been variously treated by art historians
and art critics.’ 1In this study the writings of Patte and
Landriani will be related to this body of critical and
phllosophical work, and thelr own writing on theatre archi-
tecture will be used to help define the Neo-Classic style
as it developed in theatre architecture.

Pierre Patte was one of the few Neo-Classic archi-
tects to have dealt extensively with theatre archltecture.8
He receilved his training and 4id his early work as an archi-

tect and engraver in Paris in the mid-eighteenth-century.

Martin L. Wolf (ed.), D1c§1onag£ of the Arts (New

York: Philosophical Library, 1951), p. 461,

7See bibliography, ref. Leith, Rosenblum, Rowland,
Vermeule, Hitchcock, Pevsner, Wolf, Addison, Kaufman,
Hauser, Sypher, Hawley, Cichy, and Winckelmann,

8La;ousse Dictionaire du XIX Siecle, Vol., X,
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He 18 known to have travelled extensively in Italy and the
middle-east.9 For a period of years, he was employed as
an engraver 1ln which capaclty he worked on Diderot's Ency-
clopedie.’® Patte illustrated a portion of J. F., Blondel's
seriles, Cours g'a:ghlgggtu;g.ll A few years after Blondel's
death, Patte was employed by Blondel's publisher to complete
the Cours d'architecture series.l? ke accomplished this
with the addition of two volumes of text, vols. 5 and 6,
and a volume of 1lllustrations, vol., 3. Seeing a lacuna in
the Blondel work in the area of theatre and auditorium
architecture, Patte wrote his own, Essal sur l'architecture
theatrale, . . . , in 1782.13 In this text Patte set down
principles for the design of theatre auditoriums. For the
next fifty years his text was a major source for information
on the design of theatre auditoriums.lu The book 1s a fas-
cinating mixture of Neo-Classical architectural theory and

9Larousse. Dictlonalre Generale des Artistes de
1'Ecole Francaise (Paris: Libraire Renourd, 1885), p., 218.

1°Mae Mathlieu, Plerre Patte, sa vie et son oeuvre
(Paris: ALCAN, Presses Universitaires de France, 19E05.

p. 332.
11bid., p. 324.
12pserre Patte, Essal sur l'architecture theatrale
(Paris: Desaint, Libraire rue di Roin, 1782), pp. 206-207.
13;2;1.. p. 207.
1“61uglio Perrario (ed.), Storia e Descrizionil de

Principall Teatrli . . ., (Milan: dalla tipografia del
Dottor Giuglio Ferrario, 1830), p. viii.
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Industrial Revolution pre-scientific application, and as a
result is a superior example of its genre, The theoretical
gsections of the book will be incorporated into this study.
The book was used extensively by other architects, It was
also the source of some controversy and was discounted to
a considerable extent by a number of Italian architects.15

One of the ltalians who took the strongest exception
to Patte's work was Paolo Landriani.l6 Landriani was an

architect, on the design staff at the Teatro alla Scala in

Milan, and also Professor of theatre architecture, scenic
design, and perspective drawing at the Brera Academy of
Fine Arts in Milan.l? Landriani wrote extensively on draw-
ing, scenic art, and theatre architecture,18

In 1830, Dr. Giuglio Ferrario published a transla-
tion of the Patte text. This book included not only the
Patte Essail, in translation, but Landriani's rebuttal. It

was entitled, Osservazionl . . . . sur alcuni articoli del

15Mathieu, op. g¢it.., p. 179,

16Paolo Landriani, Osservazioni . . . . sur alcuni
articoli del saggio d4i M. Patte . . . . (Milan: Ferrario,

1830), pp. 257-291.

1781ena Povoledo (ed.), "Paolo Landriani,” Enciclo-
pedia dello Spettacolo (Rome: Casa Editrice Le Maschere,

182&010 Landriani, Osservazionl suil difetti prodotti
nel teatri dalla cattiva costruzione . . . . (Milan: dalla
C. R, Tpografia, 1815, 1818, 1821, and 1824), original
text plus four additions, including plates., 1818 addition
called, Osservazioni su teatril e decorazioni, will be

referenced separately later.
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sagglo di M., Patt€é . . . ., and in it Landriani took con-
siderable exception to Patté's theories.l9 The Osserva-
zionl . . . «» includes Landriani's description of the
major characteristics of Italian Neo-Classic theatre archi-
tecture. As a result, in Ferrario's one-volume edition of
Patté and Landriani, we have avallable a comparative study
of both French and Italian Neo-Classic theatre architecture.

A study relating the writings of these men to the
main currents of Neo-Classiclism and Neo-Classical archi-
tectural style should contribute conslderably to the general
body of theatrical and architectural history.

It is hoped that the discussion of Neo=Classic style
as it relates to theatre architecture will serve to stimu-
late additional interest in the area of theatre architecture
as it relates to general architecture styles and also will
encourage more exhaustive studles relating theatre archi-
tecture and European theatre history., Further, it 1is hoped
that, due to this study, the significance and characteristics
of the Neo-Classic style of theatre architecture, falling as
it does between two better known and more fully explored
stylistic influences, the Rococo and the Romantic, will be
better ldentified and understood.

19pjerre Patté, Sagglo sull'architettura Teatrale
e oy in Ferrario's, Storia e descrizioni . . . ., which
also includes Landriani's, Osservazioni . . . . sur M.
Patt8 . . . . (Milan: 1830),
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Although many works have been written concerning
painting and sculpture in the Neo-Classic style, there has
been a pauclity of published material concerning architec-
ture in this style. Nlkolaus Pevsner's, An Outline of
European Architecture, has proved to be an excellent source
for broad discernment of historical periods and styles of
architecture.?? One of the more useful sources in the

area of architecture has been Eenry-Russell kitchcock's,

Architecture in the 18th & 19th Centuries.?! This book

covers the main points of the entlre historical perlod, as

does Pevsner; and whlle the Hitchcock work 1s more detalled
on architecture, it does not constitute a comprehensive
study of the theatre architecture of the era, Other useful
books which deal with styles previous to or following the

Neo~Classic are, Addison's, Romenticism and the Greek

Art,?3 and Keufmann's, Architecture in the Age of Reason,
Barogue & Post-Barogque in England, France & I;alx.zu These

2oPevsner. op. ¢cit.
21y tcheock, op. cit.

22Agnes Addison, Romanticism and the Greek Revival
(New York: Gordion Press, Inc., 1967).

23Kenneth Rowland, The Classical Tradition in Western
Art (Cambridge, Mass,: Harvard University Press, 15335.

24paul Emil Keufmann, Arghitecture in the Age of

Reason, Barogque & Post-Barogue in England, France & ltaly
(Cambridge, Mass,: Archon Books, 19%55. '
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books were most useful for determination of the chronology
of, and within, the periods, and for discernment of styles
within the historical periods.

Developments in the history of European Neo-Classic
theatre history have been touched upon by only a few authors.
The developments of the middle-eighteenth through the early
nineteenth centuriles in theatre architecture have been
recorded, but only briefly, by Allardyce Nicoll in his
Development of the Theatre.25 More recently, Oscar Gross
Brocket has dealt with this period and style in only slightly

26 Neither of these authors discuss

more detailled fashion.
the architecture of the theatres of the Neo-Classic period
nor its style in extensive detall, at best mentioning the
names of one or two theatres bullt at the time, with no indi-
cation of style.

Standard international blographlical sources were used
as a starting point in establishing the identities of the
major figures involved in the study, among others: Thieme
and Becker, Algemeines Lexikon der Bildenden Kunstler; the
Enciclopedia dello Spettacolo, both for biographical and

general reference; the Dictionaire Generale des Artistes

25Allardyce Nicoll, The Development of the Theatre
(4th ed. rev,; New York: Harcourt Brace and Company, 1957).

260scar Gross Brocket, Ljistory of the Theatre
(Boston; Mass.: Allyn and Bacon, Inc., 1968), ref. pp. 363~
399.
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de 1'Ecole Francaise; the Larousse Dictlonaire du XIX Siecle;

the Grand Larousse Encyclopedigue; and others. The wrltings
of Patté and Landriani have been mentioned previously, selec-
tions of thelr theoretical works will be found in the text

of this study. There are only two books which touch on the
life and works of these two men, outside of thelr own writ-
ings--Mae Mathieu's monograph, "Plerre Patté, sa vie et son

oevre."27 and Carlo Ferrari's, La Sceno-grafia.28 The

Mathieu work 1s concerned with the life and general archi-
tectural works of Patté&, as a result, she gives small notice
to his theatrical writings. The Ferrarl work, the best one-
volume work on Itallan scenic art, i1s of interest for the
general comments on the artistic style and accomplishments
of Landrianl as scenlc designer.

Besides architectural description, analysis and cri-
ticism, there are other media which have been helpful to
this study for determination of the nature of the architec-
tural thought of the Neo-Classic period and style. These
media include decorations erected for only occasional use
(such as stage sets), designs made by architects without
prospect of execution, and the fantasy designs of both
architects and artists. These sources are useful because,

to an extent, they are less subject to materials, the wishes

27Math1eu. op. cit.

) 28carl1o Ferrari, La Scenografia (Milan: no pub.,
1902).
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of patrons, the chances of site, etc., and, as a result,
they tend to express something closer to the pure ideal
envisioned by the architect. Some architectural drawings
are avallable; thelr source value cannot be underestimated.
Theatrical decorations are also particularly instructive
since they reveal how far the artist could go without becom-
ing unintelligible to the public.29 Stage designs, though,
have always been conditioned by technicel factors.

The fullest freedom of visualization in the artistic
style of a period belongs only to those designs emanating
from the unrestricted fantasy of the designers and archi-
tects working at that time. 1In consideration of which,
this study includes not only the illustrated theoretical
wrlitings of Pierre Patté but also the illustrated scenic
design lectures and theoretical writings of Paolo Landriani.

In that Patté was writing for himself, theoretically
and innovatively, his lack of restriction placed his work
closer to the heart of the Neo-Classic style, in effect a
pure expression of the Neo-Classic style in theatre archi-
tecture. It is of interest, and germain to the point raised
above, that Landriani found his contemporarles ready to
accept the ldeas expressed in his lectures on the Box Set,
as evidenced by his exposition of its uses and effectiveness

in the printed lectures from the Brera Academy. Both of

29Kaufmann. op. cit., p. vili,
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these men presented ideas new for their time but which their
period was ready to accept, though some of their ideas did
not come into common theatrical currency until some time
later.

Research for this study was necessarily selectlve
and limited. Within the period, artistic influences are
considered only as they affect architecture. Architecture
is considered, not as a whole, but as the general elements
of the subject are related to theatre bulldings and auditor-
iums. Primary sources, the writings of Patté and Landriani,
have been translated and the theoretical portions will be
included herein, and relied upon heavily. Secondary sources
also have been used since much aesthetic discussion occurs
after the period of artistic production has occurred. There-
fore, these secondary sources will have to be relied upon
for placement of the elements of the style in time and for
relating the artistic works within the framework of the style.

Once the problem 1is identified, limited, and intro-
duced, the study 1is developed along fairly simplé lines., The
preliminary work of the study involved two elements: (1) the
research, which was accomplished following standard histori-
cal and stylistic search and identification techniques; and
(2) the translation of primary materials, including cross-
referencing between French and Italian versions of the works
involved. As the translation developed over a period of

three years, 1t was found that the research complemented and
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augmented the author's work in translating, and vice versa.

The study has been designed to complement research done on
the Neo-Classic style ln the areas of art, architecture,
theatre history, as well as theatre architecture. The study
will furnish materials for further investigation in each of
these areas.,

Chapter 11 traces the evolution of the Neo-Classic
period of the late eighteenth-century. Historic classicism
as an influence on artistic and cultural life first gained
strong effect as a basis of the Renalssance, and was to
emerge literarily in the seventeenth-century in France, and
later artistically and architecturally in the eighteenth-
century, particularly in France and Italy. The re-emergence
took inspiration from the archaeological studies of newly
discovered ancient citles, buildings, and works of art.

The archaeological classicism introduced in the early
elghteenth-century was imbued with a more intensely antiquar-
ian approach to the great traditions of the past than had
ever been seen before.30 This phenomenon, which Rowland
calls the "Neo-Classic Resurgence."31 is to be partly
explained by the tremendous excitement provided by the dis-
coverlies of Pompeli and Herculaneum, The intensity of this

revival can be interpreted in the light of certain political

3%owiand, op. cit., pp. 281-288.
311paa,
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and social factors, also. The simplicity and austerity of
the classical ideal appealed to the revolutionary genera-
tion in France of the middle-eighteenth-century, which was
revolting against the sensuality, insincerity, and pseudo-
sophistication of the court and art of Louls XV. The ideal
of Neo-Classic art, with its purity, harmony, and regularity,
completely sulted the somewhat puritanical idealism of the
period.32 A part of Chapter II will be used to show the
background of eighteenth-century Neo-Classicism., The chap-
ter will conclude with a more comprehensive definition and
description of the characteristics of the Neo-Classic style
of architecture.

Chapter III will relate the work of Plerre Patté and
Paolo Landriani to the Neo-Classlic style of architecture,
both through theilr theories and through examples of their
works., This chapter will also point out the distinctions
Landriani drew between French and Itallian theatres. Each
section of their theoretical writings, as they appear in
the Appendices, will be introduced, showing pertinent points
of their relationship with Neo-Classlicism and the Neo-Classic
style of architecture.

A treatment of the unique contributions of Patté and
Landriani to the field of theatrical production and aesthetics

32kgufmann, op. ¢it., p. 163; and passim, Newman,
William S., The Sonata in the Classical Era (Chapel Eill,
North Carolina: The University of North Carolina Press,
n.d.), Vol, II, p. 11.
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Will be contained in Chapter 1V, These contributions will
be discussed and related to their work in architecture, 1In
theatre history, it is extremely difficult to pinpoint dates
for the development of many commonly recognized elements of
theatrical production. The aesthetic impact and continuing
influence of new techniques in production are difficult to
identify, particularly when not associated with some drama-
tic or operatic work of lasting value, Both of these men
recorded their ideas concerning techniques of production;
their expression of these ideas would seem to predate com-
monly acknowledged chronology. Patté&'s discussions in 1781
and 1782 of the use of lens and reflector systems in stage
lighting equipment to cross light the stage from the front
and above, seem to predate our previous knowledge on this
subject. Similarly, Landriani'’s discussion in 1818 of the
deslign, use, advantages and disadvantages of the box set or
gscena parapettata, would appear to predate accepted use of
this type of staging.

Whether these works 4o actually predate established
chronology 1s not the primary concern of this study; but
this facet of the work of these men is presented here as
typical of the accomplishments of the architect-designers
of this perilod.

The final chapter of the study attempts to assess
the value of the material resulting from the investigations

reported in the preceding chapters and to draw some general
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conclusions concerning the value of the historical and
artistic style of theatre architecture which has become to

be known as the Neo-Classic.



CEHAPTER II
NEO-CLASSIC ARCHITECTURE

An understanding of the re-emergence of Neo-Classic-
ism in the eighteenth-century will provide a frame of refer-
ence Within which the elements of an architectural style
can be discerned, and within a part of which we will be
able to identify and characterize the Neo-Classic style of
theatre architecture.

A number of overlapping artistic styles were influ-
ential in varying degrees throughout the period. The most
easlly recognized are: the last vestages of the late
Baroque, the declining influence of the Rococo, Neo-Classic-
ism, and the beginnings of the Neo-Gothic. Though a number
of similar elements might commonly influence both architec-
ture and writing, this study will deal with Neo-Classicism
in architecture and not with Neo-Classicism in literary forms.

Until recently the Rococo and the Romantic eras have
been the periods of artistic influence most easily defined.l
A regrettable result of this over-simplification of style-
periods has been the ignoring of overlapping and transitional

liylie Sypher, Rococo to Cubism in Art and Literature
(New York: Vintage Books, Random House, 1960), pp. xviii-

xxvl, and passim,.

18



19

styles, such as the Neo-Classic.? The turmoil and spirited-
ness of this period have made it difficult to draw clear
inferences about the architecture of the perlod.

Architecture in the later years of the eighteenth-
century was not free from the spirit and love of change
which pervaded the entire era.3 The "love of change?® does
not imply necessarily a desire for something new but is a
sentiment which can be content with something different.u
There was considerable reactlion against what was considered
late Renalssance styles, especially the Rococo.5 Far from
tending toward an anonymous and repressive uniformity of
style and expression, architecture offered allusions to
Graeco-Roman antiquity in terms of subject matter; borrow-
ing classical forms fully as varlied and contradictory, if
not more so, than in the architecture found under such
style-classifications as: Renalssance, Mannerist, Baroque,

and Rocooo.6

2Arnold Hauser, The Social History of Art, Rococo,
Classicism, Romanticism zNew York: Vintage Books, Random
House, n.d.), Vol, III, pp. 138-144, and passim.

3addison, op. cit., pp. 20-21,
uﬁauser. op. cit., p. 141,

S5Robert Rosenblum, Transformations in Late Eighteenth-
%Q%L%gz (Princeton, N.J.: Princeton University Press,
967), P. 47

61bid., p. 45.
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This was the time when the effects of classical edu-
cation turned men southward. All of Europe turned toward
the archaeological scavi, not only in Italy but also in
Sicily, Greece, and the Near East, as a source of inspira-
tion in the arts.?

This was the height of the resurgence of Neo-Classic-
ism; when, as never before, the passion for antiquity burned
in the breasts of connoisseurs and artists of every nation.,
Rome was the seat of a multiplicity of artistic establish-
ments, centered in the academies, dedicated to instructing
students to paint in the grand manner, Mythology was a
symbolism common to all, and the study of Latin, Greek and
ancient history inspired man with visions of the Rome of
the Caesars and Augustus, and the Athens of the Golden Age,
There was a new fervor and excitement in the great discover-
ies which were reshaping and enlarging man's view of his
classical past.

Equal in importance to the excitement inspired by
the excavatlon of anclent clties was the dissemination of
knowledge about the ancient world through the publication
of illustrated books.8 These early books made visual evi-

dence avallable of the wealth and extent of the art and

7Rowland, op. g¢it., p. 281,

8Henry Hawley, Neo-Classicism, Style and Motif(New York:
(Cleveland Museum of Art, Harry N, Abrams, Inc., 1964), pp. 9-
17.
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architecture of the ancient world, But it was for others
to rhapsodize and theorize about these works, thus produc-
ing the philosophical impetus of Neo-Classicism,

The most important theorists of Neo-Classicism were
Winckelmann and Milizia; in their writings they codified
the ideas of the period at a time when the new formal inter-
ests and tastes had Jjust begun to be establlshed.9

The recognized prophet of Neo-Classicism, and by far
its best known exponent, was the German, Joachim Winckel-
mann (1717-1768).10 Among art historians, Winckelmann 1is
considered to have been the pre-eminent mind of his time.ll
He studied history at the University of Dresden, where he
began his copious writings on Greek works of art, For a
time he was attached to the court of Saxony, where his atten-
tion wandered from the Baroque sculpture of the gardens to
the coples of classical sculpture crated up in the cellars
of the palace,l?

In 1755, Winckelmann arrived in Rome to study at
first hand the marbles of the Capitoline and Vatican Museums
and those of the Villa Alban1.13 Fortultously, he became

PEncyclopedia of World Art, p. 518.
10Rowland, op. git., p. 284,
llgnoyclopedia of World Art, p. 520.

12p540 Cichy, The Great Ages of Architecture from Ang-
ient Greece to the Present Day (New York: G, P, Putnam's
Sons. 193E,. Ppe. 365-3 [

31p34., p. 366.
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attached to the household of Cardinal Albani and was able
to study actual examples of ancient works, eliciting from
them the fundamental principles of Greek art.lu He pub-
lished his Geschichte der Kunst des Altertums in Dresden
in the following year.l5
According to Winckelmann the great dream of art had

been realized by the Greek artists, The images they created,
free from human fallings, were the visual expressions of a
spiritual nature conceived by the intellect alone, Row-
land i1dentifies the following statement by Winckelmann as
the motto of the Neo-=Classic resurgence, the first recon-
ciliation of art and literature as the manifestations of a
single ideal:

The noble simplicity and serene greatness of Greek

statues is the true characteristic of Greek literature

of the best period . . . Perhaps the draughtsmanship

of the earliest Greek painggrs resembled the style of

their finest tragic poets,

Beyond his definition of the qualities to be dis-

covered in Greek art, Winckelmann's real contribution was

that he made people look at classical art with enthusiasm
and love, He popularized classical art and for the first

gnevelopedia of World Art, p. 520.

15History of Ancient Art, 176k,

léaowland. op. ¢it., p. 286, quoting Winckelmann's

Thoughts on the Imitation of Greek Works of Art in Painting
and Sculpture,
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time arranged it in a truly scientific fashion.
Another person strongly influenced by the times, by
classical discoveries, and by his contemporaries, was Mili-
zla, an independent, controversial thinker, who expressed

ploneering ldeas regarding architecture and city planning

in his works.17

Milizla was sensitive to the problem of individual
freedom and was aware of the necesslity of a renewal of this
spirit, which he sought in the art of the Greeks, who he
felt had known how to render the ideally beautiful by taking
the best from nature. Le did not require the artist to imi-
tate Greek models, but to follow the Greeks in their mode of
observing nature. 1In his Principii d'architettura civile,
1785, he states,

e o o architecture is one of the fine arts because it
derives from a model in nature from which the most
beautiful elements are selected. Everything in archi-
tecture must have a function and should, therefore, be
determined by necessity. In order to attain perfec-
tion in a buillding, the architect should first pursue
beauty, which consists in symmetry, eurythmy, and
suitability; secondly, he should strive for comfort
(1.e. location and form of the building and the dis-
tribution of its parts); finally he should aim for
solidity. The artist is left free to realize his work
once he has been made aware of the requirements of
architecture, 18

17Georse C. Williams (ed.), Bryan's: A Blographical
Dictionary of Painters and Engravers !London: G. Bell's

Sons. Ltd.. 19235. V01. IV. M-R. po 800

18y3111z1a, Principals of Civil Architecture, 1785,
and Concerning the Art of Viewing Fine Art, 1781, both
cited in Encyclopedia of World Art, pp. 525-526.
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Milizia's 1deal of beauty 1s achieved by a selective
process requiring much conscious study and imagination.
Winckelmann had stated an essentlally transcendental con-
ception of beauty; Milizia, however, implied a humanistic
principle of creative freedom, though within certain limits.

The works of the phllosophers and artists of Neo-
Classicism show that classicism pervaded architecture from
the mid-century onwards. This fact 1s pointed out more
often in histories of architecture than in histories of
painting and sculpture, where concentration upon individual
masters of genius has often meant that questions of histori-
cal development have been neglected.19 As a result the fre-
quently composite architectural images of the period may
well have contributed to the greater awareness of classic-
ism in architecture than in painting and sculpture.20

An older European tradition was of great importance
for the beginnings of Neo-Classicism in architecture. Dur-
ing the late Renalssance, the architect Palladio, together
with his Roman mentor, Vitruvius, were widely admired and
imitated, in England and to a lesser extent in France and
Northern Italy.21 Though Paladian architects employed the

vocabulary with what they felt to be great purlty and

l9Rosenblum. op. cit., p. 108.
20Eauser. op. cit., p. 139.
2lpawley, op. cit., p. 16.
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correctness, thelr aim was to equal the beauty of Graeco-
Roman architecture, not to copy it literally and in 1its
totality. The already established Palladian taste probably
contributed significantly to the quick acceptance of the
Neo=-Classic style when it was disseminated from Italy to
France, 22

In the 1750's the offlcial French critlcs agitated
for the severer style of interior architecture and decora-
tions which had been popular about 1700.23 In the same
decade, a small number of private patrons employed designers
to create interliors for them which displayed the full voca-
bulary of decorative motifs of the early Neo-Classic style.zu
As elsewhere, the Neo-Classic style in France demanded few
modifications of the traditional in external architecture.

At first, the Neo-Classic style in architecture was
characterized by the application of decorative motifs, often
copled directly from ancient sources, to buildings and
objects which retained their traditional forms.25 But the
style seems to have followed a more consistent pattern of
development and at a somewhat later date, structure, as well

26

as ornament, became imitative of Graeco-Roman examples,

22hawley, op. cit., p. 18.
231p14.
241pb14,

25Zncyclopedia of World Art, p. 546.
261p14.
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Since Winckelmann had championed it, Greek art had
been widely considered both earlier than and superior to
Roman art.27 However, in mid-eighteenth-century Europe,
Greek art was little known., It was Roman architecture,
therefore, which was initially important as a source of
influence for Neo-Classicism.28 Several decades were needed
for the accumulation of sufficlient knowledge of Greek archi-
tecture to permit its widespread imitation. 29

Though there were many possible sources for anclent
modes of architecture to imitate: Etruscan, Medieval,
Gothlc, Teutonic, Rustic, Celtic, Gaelic, etc., it was the
formal and assocliative power of the Graeco-Roman tradition
which dominated architectural practice.3° These stimull
were absorbed by architects and patrons and, as a result,
late elighteenth-century interpretations of Graeco-Roman
architecture were susceptible to as great a flexibility of
formal vocabulary and emotional evocation as can be found
in the painting and sculpture of the same period.31

Rather than attempt to trace in detail the history

of specific elements of the formal vocabulary of Neo-Classic

275awley, op. cit., pP. 19.

281144,

29_1_b_g.

30Rosenblum, op. cit., pp. 108-109,
311pid., p. 109.
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architecture, it might be better at this point to condense
the study to a brief description of the chief elements of
the style, agreeing with Hawley in his remark that,
e « o from about 1755 until the end of the Revolution,
architectural ideas were freely exchanged among Eng-
land, France and Italy and therefore it 1s impossible
to give, with complete assurance, credit for innova-
tions of style eilther to individuals or even to
national schools,32

To attempt to generalize concerning an architectural
style, except under the conditions suggested by Hawley,
might appear presumptuous, but it would appear that such a
generalization might save needless detailed diggings for
specific small points.

The definition of a Neo-Classic style of architec-
ture must stem from the architect, as Milizia has pointed
out, and extend beyond the architect to his ideas and ideals
of beauty as related to his classical past, Neo-Classic
architects sought rationality in thelr building. They
strove for clarity in the disposition of rooms, for new
proportion, simplicity of form, symmetry of parts, and a
certain polish in contours and surfaces, in a triumph of
light and elegance.33 The Doric, Ionic, and Corinthian

orders were used; the Composite order was excluded as a

later-day bastardization of form. A single order of columns

32pawiey, op. ¢it., p. 18.

33Encyclopedia of World Art, p. 543.
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or pillasters set on a raised platform or stylobate replaced
the superposition of orders. Decoration was always sober
and of slight importance in the overall conceptlon.34
Color was either wholly eliminated or reduced to a few deli-
cate tints; in general, white surfaces were favored,

Though the models most often used were those of
ancient Greece and Rome, to a lesser extent the work of
Palladio was also used as a model, His style was viewed,
though, in a different light from that in which it had been
considered in the past. Instead of seeking the Renaissance
ideal for inspiration, what was sought was solidity, simpli-
city, and forms which reflected the antique tradition,35

Around 1800, impersonality and, perhaps even more
notably, internationality of expression provided a uni-
versalized sense of period rather than a sense of particular

36

nation or reglon. The simple forms, integrity of surface
and continulity of line, so indicative of the Neo-Classic
style of architecture were to pervade all aspects of build-

ing practice of the era,

3"’Engxclopedia of World Art, p. 544,
35pawley, op. cit., p. 16.

36Encyclopedia of World Art, p. S54b4.



CEHAPTER III

THE THEORETICAL WORKS OF PIZRRE PATTE AND
PAOLO LANDRIANI

The chief contribution of Plerre Patt& to the field
of theatre architecture was his 1782 publication, Essai sur
1'Architecture théatrale. In this work Patté expressed his
own theories on the ideal shape and form for a theatre and
its auditorium, Le drew extensively from his background in
classical art and architecture and from his experience of
the newly elucidated precepts of optics and accoustics.l

The book was widely referred to throughout the latter
part of the eighteenth-century and into the early nineteenth-
century as well.2 Its value as a reference text on theatre
architecture was such that Dr, Giuglio Ferrario, head
Librarian of the Braidenslian Library, essayist, and book
publisher, commissioned Paolo Landrianil to translate and com-
ment upon it. The work was published in 1830, including
both Patté's, Essay, and Landriani's, Observations, as well

as Ferrario's survey Essay on theatre history. The work

lPatté referred 1in particular to Fr. Kirker's Musurgia
Universalis, and to M, 1'Ab, Nollet's Lecons de Phisique
experimentale.

2Outside of reference to its widespread use in Fer-
ratio's Preface, there 1is also reference in Saunders, George
A Treatise On Theatres (London: 1790), p. ix.

29



30
was entitled, Storia e Descrizlone de'Principall Teatri,

In it we have both the early Neo-Classic writing of Patté
and the late Neo-Classic rebuttal of Landriani; in one
volume: a gulde to the working architect's thoughts on
architectural theory for theatres and auditoriums,

The height of the Neo=-Classic resurgence would seem
to be bracketed between the essays in the Ferrario volume,
Further, because of the nationalities of the authors, the
text and observations glive an insight into the particular
nationalistic interests and opinions of each man., To show
the possible value of this unique work, architecturally,
theatrically, and stylistically, is the task of this study.

In order to relate the works of Patté and Landriani
to each other, to the period, and to the Neo-Classic style,
reference will be made to the translated theoretical sec-
tions of their writings, enclosed herein. Beglinning each
section of this translation will be commentary and exposi-
tion dealing with the work to follow, The running comment-
ary of the author will attempt to relate the work of Patté
and Landriani to specific Neo-Classic elements, as detailed
previously in Chapter 11,

The significance of the theoretical and asesthetic
writings of Patté and Landriani, as found within their
architectural work, will be dealt with in Chapter IV, Also
included in Chapter IV will be some of Landriani's work

Which deals specifically with stage scenery and Box Sets.
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The order of arrangement of the sections of trans-
lated materials will be that in which they were extracted
from the original text, The author's commentary will follow
that order, introducing each section, except where several

sections can best be related and summarized at once.



STORIA E DESCRIZIONE

DE’ PRINCIPALI TEATRI
ANTICHI E MODERNI

CORREDATA DI TAVOLE
coL

SAGGIO

SULL’ ARCHITETTURA TBATRALE
D1l

M* PATTE

ILLUSTRATO CON ERUDITE OSSERVAZIONI
DEL CHIARISSIMO

ARCHITETTO E PITTORE SCENICO
PAOLO LANDRIANI

PER CUR4
DEL
DOTTORE GIULIO FERRARIO.

MILANO

DALLA TIPOGRAFIA DEL DOTTOR GIULIO FERRARIO
contrada del Bocchetto N. 2465

Figure 1. Title Page of Ferrarlo Edlitilon
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HISTORY AND DESCRIPTION
OF PRINCIPAL THEATRES
ANCIENT AND MODERN
ACCOMPANIED WITH ENGRAVED ILLUSTRATIONS
WITH THE
ESSAY
ON TEEATRE ARCHITECTURE
OF
M. PATTE
ILLUSTRATED WITH THE LEARNED OBSERVATIONS
OF THE MOST CLEAR
ARCHITECT AND SCENIC ARTIST
PAOLO LANDRIANI
under the editorship
of
DR. GIUGLIO FERRARIO
MILAN
FROM THE PRINTING-WORKS OF DR. GIUGLIO FERRARIO
DISTRICT OF THE BOCCHETTO, NO, 2465
MDcCcCXXX (1830)
Figure 2, Translation of Ferrario Edition Title Page
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The book, Storia e Descrizioni de'Principall

tea§;1.3. e oo Under the direction of Dr. Giuglio Ferrario,
was first advertised in 1827 in a Prospectus including a
serlies of books to be issued from his publishing house.u
When the book first appeared, some three years later, it
included, among other things, Dr. Ferrario's introductory
comments on the collected essays thereiln,

Dr. Giuglio Ferrario was the chief Librarian of the
Braldensian Library, at that time the Royal Imperial Library
of the Province of Lombardy, located in Milan., He was also
proprietor of a printing and publishing house, under his
own name.5 From the publishing house, his own two major
which was compiled with the help of a variety of collabora-
tors, and his Storia ed Analisi degli antiche Romanzi di
Cavallerla.7 in 1828.8 His house was also well known for

the publication of a collection of Poesie rusticoli

3Its title page, in facsimile and a translation of
it appear on the two pages preceding.

uNo copy has been found of the Prospectus, reference
to it 1s found in Ferrario's Introduction.

5Dizionario Enciclopedico Italiano, ref. cit.
Ferrario.

64991553 and Modern Costume,
7History and Apalysis of the Ancient Novels of the
Cavalry.

8Enoiologed1a Italiano, ref. cit.



35
1llustrate.9 1808, and Le classiche stampe dal commincia-
menta della caliografia, fino al presente.10 in 1836,

Ferrario's tastes as a publisher were catholic, ranging
from literature through all of the fine arts; his publica-

tions reflect hls interests, as do his frequent articles in
the Biblioteca Iga;lana.ll

In his Introduction Ferrario sought to defend the
architects of his era. Though he had written an extensive
history of anclent theatres,l2 he was sure that the con-
temporary efforts of theatre architects were the logical
and just culmination of the ideals and spirit of the anc-
ients. He deplored those who attempted to denegrate the
efforts of contemporary architects, saying that the theatres
of his day were, ", . . incontrovertible proof of the valor

and genius of our bullders, (and) that these magnificent

theatres have been erected and are luxurious competitors

with the theatres of the ancients."13

9111ustrated Rustig Poetry.

10c1lassic Prints from the Beginning of Caligraphy
up to the Present.

11, period review published in Milan, of which Landri-
anl was a member of the board.

12Ferrarlo's ruminations on ancient theatres have been
replaced by later and archaeologically much better studies,
ref, Bieber, Bulle, Flechter, etc.

13References to the translation text will be found

as part of the text of the section of materials discussed
in the commentary.,
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In the course of the Introduction Ferrario describes
Patté as one of the few architects of the era who, ", . .
with his scientific work on theatre architecture has endea-
vored to raise theatre architecture to the highest plane of
perfection.," Ferrario's pralse 1s based on Patté's work
and 1ts reputation, Le goes on to pralse equally the work
of Paolo Landriani, Milanese scenic designer and Professor
of Perspectlive at the Brera Academy, who had prepared the
Patté work for publication,

While he was in the process of translating the Patté
Essay, Landriani noted his considerable exceptions to many
of the points raised by Patté. Rather than alter the Patté
text, or "correct" it, Landriani made a separate series of
"observations" or rebuttals, which Ferrario published fol-
lowing the Patté text. The Landriani Observations will
establish the basis for a comparison between the works of
these two men and also a comparison between the French and
Italian Neo-Classic in theatre architecture,

There are arguments which Landriani approaches in
some of the later observations which do not deal directly
with the Patté Essay. One such discussion concerns whether
or not the ancients had a regular system for perspective
drawing, The argument is neither answered one way nor the
other, but Landrianl gets off into a discussion of the
faults of his contemporary scenic designers, Kis main point

was that their work suffered from a "getting away from" the
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regular rules of perspective in thelr works, These extensive
arguments have not been included in the translated sections

of this study as not being particularly germain to the prob-

lenm,

In the close of his Introduction, Ferrario mentions
a sectlion of the text, again outside of this study, but which
includes a *, . . confrontation between the perspective art
of the palnters of the ba;occa14 manner and those of the
pure style, generally handled as our own style.," Obviously,
we have here a Neo-Classic purist reacting against the uncon-
trolled excesses of the previous era, the Baroque,

Ferrario's smaller Introduction to his own Essay 1is
of interest to this study in that 1t enumerates the sources
avallable for the study., As mentioned previously, Ferrario's

study of anclent theatres has been superceded by later stud-

les of classical theatres, such as those by Margaretta
Bleber and the German school of theatre architecture archae-
ologists,

Ferrarlo's intent in writing a history of theatres
was, as he put it, ", . ., to compliment the flower of the
most select soclety," by giving them, ". . . a brief histori-

cal survey of theatres from their origins up to the present

144 11teral translation of the word, "barocea,"
would be "loose and awkward," or a style which now is known
as the Baroque,
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day."
The material used for this study can be introduced
best by the translator's preface (see Appendix C) which
Landriani attached to Patté&'s Essay in which he recognizes

the work as, ", . . one of very few, I believe, which fully

satisfles its intended scope."™ It was for this reason that
Landriani undertook to translate the Essay, making it avail-
able to Itallan architects in thelr own language.

Landrianil points out that Patté made use of some
theatres which had burned after 1775, establishing that the
research must have been done before that year.15 Landriani
incorporated into the work his own description of the Teatro
della Scala to bring the whole study up to date.

Landriani explains, in commenting on his motives for
making observations to accompany the Essay, that, ", . . the
gusto of the Italian theatre genre 1is somewhat different
than that of the Frenchman." This helps to explain some of
his motives, and for the rest he lays their basis to his
own reason, Which tells him to take exception with Patté,

Following this brief rationale for the existence of
the Patté work in Italian, is the text of the Essay, with
an Introduction, to be found in Appendix D,

15This point 1s verified by Mathieu in her monograph,
Pierre Patté, sa vie et son Oeuvre, op. cit., p. 324,
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SAGGILTO
SULL’ARCHITETTURA TEATRALE

OSSITA
DELLA STRUTTURA PIU’ VANTAGGIOSA
PER UNA SALA
DA SPETTACOLI
RELATIVAMENTE Al PRINCIPS
DELL’OTTICA E DELLA SCIENZA DELLA MUSICA
CON UN ESAME

DEI PRINCIPALI TEATRI D’ EUROPA

ED UN ANALIST

DEGLI SCRITTI PIU’ IMPORTANTI
SOPRA QUESTA MATERIA

PATTE

ARCHNITETTO DI 8. A. I IL PRINCIPE PALATINOG
DUCA REGNANTE DE DUE PONTI

R e
P4RIGL lz‘; TXADUSIONE DAL FRANCESE.

Figure 3. Title Page of Patté&'s Essay.
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ESSAY
ON THEATRICAL ARCHITECTURE
OR
CONCERNING THE MOST ADVANTAGEOUS CONSTRUCTION
FOR A THEATRICAL BALL
RELATIVE TO THE PRINCIPLES
OF OPTICS AND THE SCIENCE OF MUSIC (ACCOUSTICS)
WITH AN EXAMINATION
OF THE PRINCIPAL THEATRES OF EUROPE
AND AN ANALYSIS
OF THE MOST IMPORTANT AUTHORS
ON THIS MATERIAL
BY M. PATIE
ARCHITECT OF S.A.I., THE PRINCE'PALATINE
REIGNING DUKE OF THE TWO BRIDGES

PARIS, 1782, TRANSLATED FROM THE FRENCH

Figure 4, Translation of Patté's Essay, Title Page.
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Introducing his Essay, Patté frankly admits that
there had been considerable discussion concerning the ideal
shape for an auditorium. He establishes his avowed purpose
for making his own study of theatres and their shapes as a
wish to rectify a major fault in all previous studies. That
error, he says, was that the previous studies had not fully
researched all of the various elements involved in the
design of the theatrical hall. EKe will do just this type
of study.

He maintains that for the greatest benefit to be
derived from a theatre the auditorium must be of a shape
to best benefit the audience. LEe argues that the eyes and
ears are the only judge which ultimately can be used for
determining the greatest benefit of a theatrical hall,
Therefore, a hall must be designed with the limitations of
the eyes and ears 1ln mind. To understand how the eyes and
ears work you need to know how sound and vision work. This
is where he proposes to commence his discussion,

Patté concludes that once you understand the func-
tioning of sound and vision, and thelr relationship to the
eyes and ears, you can determine how best to augment these
agents of audience pleasure, the pleasure of the theatrical
performance,

The first part of Patté's Essay, Chapter I, Appendix
E, deals with sound, its production, augmentation, and modi-

fication. His study is a rather nalve approach to the
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subject, It is not verifiable whether he is aware of

Priestley's writings on sound wave theory.16 Ee does not

refer to Priestley, nor does he use the term wave 1in any

of his discussion of sound. Though he does not use the
sound wave theory approach to the subject, his approach is
a surprisingly workable one and for his purposes explains
the phenomena. he argues inductively throughout the study,
but comes up with some so0lid results, nonetheless.,

A number of Patté's points are quite good. First,
it 1s necessary to remember that the shape of a hall will
necessarily affect the reflections of sound to the ears of
the auditors, therefore it is necessary to consider the
shape of the hall when designing that hall.

Patté's discussion of sound rays 1s so very close
to what can be identified as sound waves that it would be
an easy trap to fall into if one interchanged the two words.
Eis use of rays is consistent with his argument that sound
works as a body and similarly to light rays. Therefore his
argument cannot be construed as the same as for sound wave
theory. His final argument, 1n favor of the elliptic shape
for a theatrlcal hall, is worked out in terms of his under-
standing of sound.

Patté& discusses at length the various shapes which

could conceivably be used for a theatrical hall, and then

1630seph Priestley (1733-1804).
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proceeds to discount each, except the elliptic, for accous-
tic reasons based upon his previous argument. One point
which he brings up would still appear to be an applicable
"rule-of-the-thumb" for theatre auditorium design. He
states, ". . . at more than seventy-two feet an ordinary
volce must strain to make itself heard and to be disting-
uishable in 1ts articulations in a closed and covered place."
He would malntain as a result that it is important to reduce
the distance a voice must be projected to that distance,
that a hall should have that 1limit malintained for 1ts size,

Patté& concludes, beyond making use of the seventy-two
feet distance for voice travel and construction of the hall
in the elliptic shape, that one need do only two things to
achleve all of the effect of the volce possible, ", . .
first, line the inner surface of the hall with materlals
which are sonorous or elastic, which would be wood, . . .
second, avoid everything which would hinder the free reflec-
tion and reverberatlion of the voice, which might strike it."

His last point, which arises later also, 1s consistent
with the Neo-=Classic desire for the simplification of surface
decoration or modulation., One also suspects that his argu-
ment for the use of the plain elliptic shape, derived as a
conic section from nature, might also partially stem from a
desire to keep to a baslic geometric shape, avolding any of
the later, composite, man-made shapes, such as the bell-shape,

racquet-shape, oval, or horse-shoe-shape (which he especially
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decried).

Patt& begins his discussion of audlience sight of the
stage and stage action in Chapter 1I, Appendix F, by admit-
ting that it 1s not possible for all seats to see 1deally
because not all seats can be located 1ideally. Le maintains
that though not all seat locations can be ideal, there are
some actions which can be taken to help the sightlines from
all of those seats which are under some visual disadvantage.

To begin with, he says, ". . . there 1s not a person
who has not noticed that he ordinarily suffers some loss in
ability to discern movements and expressions of faces at a
distance greater than sixty to seventy-two feet." Obviously
he desires to establish the same limits for both sound and
sight., He continues, ", . . one can readily understand
that the major depth of an auditorium must naturally be
limited in respect to sound and vision. There must not be
more than seventy-two feet from the place of the scenery to
the most distant seat." Another of his contentions, regard-
ing seating locatlons, is not ralising seat on the sides of
the hall, i.e. the side boxes or galleries, higher than 30°
above the level of the stage, and in no case higher than the
helght of the proscenium opening. kis reason 1s that view-
ing objects from greater than a 30° angle creates unnatural
distortions and foreshortenings ln those objects, Therefore,
those in the side seats, if outside of a 30° angle from the
stage, could not enjoy to the fullest the action of the play

nor the visual beauty of the scenic effects.
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Patté& suggests that the architect use a triangle
with its base at half the depth of the stage and its apex
in any seat 1n the auditorium to determine and insure free-
dom of sight of all of the stage, ". . . the sides of which
(triangle) (must) not be interrupted under any pretense,
whether by proscenium, by its aperture, or by some other
intervening body."

In commenting upon scenery Patté& makes an interest-
ing observatlon:

e o o« Those Wwho see the scenery from all the other
places (except from the floor or the boxes which
directly face the stage) in the auditorium are in
some manner in a forced situation in relation to it,
elther too low, too high, or too much to one side,
This is the great superiority which real or artifi-
cial (three dimensional) relief will always have
over that which 1s only painted., The first (three-
dimensional relief) has a multitude of points of
view which seem fully natural, in spite of their
varlety. The second (flat, painted relief) has one
point of view, one picture, a theatrical decoration
or a perspective elevation, and does not have truly
more than one single side, one single place from
which it has a reasonable effect. Outside of that
place, one can not look at it except in a defective

manner,

Patté goes on to indict scenic designers for not
belng able to correct the problems in their use of flat
painted objects, and says that not only is the habit not
good, but that he doubts that the scenic designers would
be able to, ", . . lose those considerations which make
the habit senseless."

In Chapter 11I, Appendix G, Patté reconciles the
considerations of sight and sound with the practicalities

of actually making use of the elliptic shape for a theatrical
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hall, To guarantee complete understanding, he does a step-
by-step analysis of the actual use of an ellipse for an
auditorium, Once he has established the general shape, he
shows how to sub-divide it for each of the major parts of
the auditorium,

Patté moves into one of his major points of conten-
tion in this chapter, a point wherein he argues against
those who would be complete classic purists in the Neo-
Classic use of the anclients and their theatres as models for
contemporary theatres. "It would be a great error to attempt
to render a theatre like those of the ancients adapting it
to our ends, i.e. of good sight and hearing." As he had
pointed out earlier, the ends of the ancients and those of
his contemporaries were the same--the enjoyment or pleasure
of the theatrical or lyric performance. But, he says:

e« o« o« When you are certailn of the success of the
intent ., . . everything must be subordinated to the
two essential considerations of sight and hearing in
the executlon of these edifices ., . . we do not see
for what reason (therefore) you would have to be free
to affirm at all times the doubtless advantages which
would redound to the publiec.

Patté concludes with a discussion of how one should
gain practical experience in developing an awareness of the
accoustics and sightlines of any theatrical or lyric hall,
Quite simply, he states, ", . . move around , . .," listen,
and look at the hall and stage from a varlety of locations,

and then, draw your own conclusions concerning the worth of

the hall, Only in this way, he contends, will one be able



b7
to learn the most about these considerations in the design
of an auditorium,

Between Chapters IV and XII, Patté covers, in a
detalled foot by foot, measured description, a serles of
ten theatres, for plans of which see Appendix KK. All of
these theatres were bullt before the period of the study,
or done in circumstances which preclude their inclusion in
the study (i.e. bullt by a variety of architects, remodelled
extensively, burned, etc.). Patté's discussion of these
older theatres would add little to our understanding of his
theories, and thus, these chapters have been left out of
the Appendices., The floor plans and cross-sectional draw-
ings of the theatres have been included here for their
visual and historical interest. Patté, though, makes no
further reference to them in the rest of his Essay.

Patté's XIIIth Chapter, Appendix E-L, 1s a study of
his own textual sources, wherein he discusses the authori-
ties used to formulate his ideas on theatre architecture.
He frankly acknowledges his sources, and at the same time
discusses his agreement or disagreement with each source
cited.

The first source cited is Count Allessandro Alga-

rotti's Essay on the Opera of 1762 (see Appendix E-L),

which Patté commends for its points on the use of what is
basically a fire-proofed structure of stone and brick, lined

with wood and wood paneling for accoustic effectiveness, It
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is from Algarottl that Patté& suzggests that the hall not be
designed larger than the human voilce.

Algarotti, according to Patté&, suggests an interest-
ing arrangement of the stage space for the best effective-
ness of the voice, His point is that the apron of the fore-
stage be made to "thrust" outward many feet in front of the
stage, thus placing the actors almost in the middle of the
audience, Algarottl claimed that such an arrangement should
not endanger their being heard marvelously by everyone,
Patté disagrees with Algarotti on this point because,

e o« o« the actors must be inside the mouth of the
theatre (imboccatura del teatro-proscenium), within
the scene, far from the eye of the spectators, must
assume thelr part of the sweet deception (inganno)
wherein everything is ordered in the scenic repre-
sentation . . . This thing must not be done, so that
they will not be shown from the side, so that they
cannot also turn their backs to a good part of the
audience, and so that many other inconvenlences may
not follow and thus cause a great disgrace, which
might be seen but not paid for!

Patté 1s arguing in favor of the truth and natural-
ness of the actor as seen within the scenic reality of the
stage, behind the proscenium, Algarotti, for vocal reasons,
argues a point which we would consider might lead to an
even more natural and truthful presentation,

Algarotti, according to Patté, then goes into a dis-
cussion of points with which Patté disagrees, including
shape of hall (semi-circular) and use of materials for

sonorous or accoustic effect, Patté takes exception to the

general tone of this part of the Algarotti work, for the
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Count does not substantiate his points analytically. Also,
he notes that Algarotti's emphasis on the spaciousness and
sumptuousness of the boxes 1s based upon the Count's intim-
ate knowledge of Itallian theatres, especially those of
Venice, wherein the boxes are used for private as well as
public entertainments, such as the elegances of conversa-
tion, the reception of visitors, etc., to say nothing of
viewing the performance.

The second source discussed (see Appendix H-L) is
Cavalier de'Chaumont's Veritable Construction d'un Théatre

Constructeurs lItalians, Though, as usual, Patté takes
exception to much of what this author has to say, he has

adopted four of the Cavaller de'!Chaumont's causes for the
loss of sound in a hall as valid points to be considered
in the construction of a hall,

De'Chaumont's point concerning aisles at the sides
of the hall, under the first row of boxes, as a place
wherein sound is swallowed up, 1s accepted, The point
that the doors of the hall should be on the sides of the
hall and not on the wall facing the stage 1is also accepted
by Patté, De'Chaumont proposes a point in passing and
Patté picks up the point, which i1s to distinguish later
French and Italian theatre constructions. The point is
that the balconies be just that, open balconies, without
being broken up into a serlies of pigeon-hole boxes, With
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such an arrangement, it 1s argued that the sound can better
circulate in the hall, to the benefit of all. De'Chaumont
argues that this can be accomplished by framing the balcon-
les with cantalevered beams balanced within the walls and
floors during thelr construction, Patté makes extensive
use of this 1idea later in the text in hlis proposed 1ideal
theatre.

Cochin's Le projet d'une Salle de Spectacle, pour

un Théatre de Comedlie, is the third source cited by Patté
(see Appendix H-L), Cochin's idea of an ideal theatre would
seem to be a cross between the floor plan of the theatre of
Vicenza (Teatro Olimpico) which he recommends highly, and a
proscenium with tripartite stage llke that of the theatre
of Imola (Teatro d'Imola), Patté argues against the plan
of Cochin's theatre in several ways, First, he claims that
it 1s against the natural projection of the voice, being
too wide, Second, he argues that being as wide as it 1is,
the forestage apron would project into the audience some
twenty feet, thus removing the actors on the forestage from
the verisimilitude of the stage action,

While Patté admits that Cochin has a good point in
his discussion of the 0ld theatre of the Comedie Francaise,
he counters that the solution 1s not the extreme width
which Cochin proposes. Patté also suggests that Cochin's
idea of having removable panels at the rear of the boxes,
allowing for their removal and the addition of extra rows

of seats in the halls, might be interesting and economically
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a good solution to the problem of first night and premier
crowding., He discounts the solution, though, on the grounds
that i1t would defeat any advantage to the accoustics which
might be galned in any other way,
The next reference cited 1s Monsieur M, M.'s Exposi-

tion des principes gue l'on doit suivre dans l'ordonnance

des théatres modernes, Appendix E-L.17 When Patté discusses
this work he goes to great lengths to express his apprecia-
tion for the detall to which the author has gone in laying
down principles for the design and execution of a theatrical
hall, At the same time, he cannot help but express regret
that Monsieur M, M, had not been even more explicit in detail-
ing several points.

Monsieur M, M,'s discussion, alla Patté, concerning

sound 1s very close to what becomes wave theory, but his
analysis of sound as being a phenomenon which will return or
be reflected directly back upon itself, 18 in error., Patté
points this out and comments upon it as being what led Mon-
sleur M, M., to assume that any shape for a small hall would
be appropriate, It also led to M, M,'s later pronouncements
concerning circular and elliptically shaped halls,

Patté points out that M, M, did not apply the Cartes-
lan principle of Physics, the equality of the angles of

17Monsieur M. M. is never identified by more than his
initlials, apparently a common practice of the era,
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incidence and reflection, when sound is reflected from a
surface, M., M, assumed that sound was reflected directly
back to its source from a hard and sonorous surface, there-
fore he recommended the use of a clrcularly shaped hall for
the best effect., He also argued that the circularly shaped
hall would produce the best sight lines for the audience,
Patté disagrees, for M, M, had argued that sight lines
should have been developed using the rear of the stage as
the source of all being able to see, which would have led
to sight distortions for those seated at the sides,

It 1s also from Monsieur M., M, that Patté draws and
developes further his ideas on the openness of the balcon-
les, M, M, suggested that for the better circulation of
sound it would be advisable to use simple (low) barriers
between sections of the balconies, rather than split up
the balconies into something looking like pigeon coops.

Patt& also argues against boxes, in an inserted com-
mentary, from the point of view that their use in a design
requires an excessive width for a hall, This is a point of
no concern for M, M, in that he suggested the circular hall,
which would have considerable width by its nature,

Patté argues against the circular hall from the
point of view that the natural projection of the voice 1s
forward from the body and not lateral; as a result the
extreme width of the circular hall would be against the

nature of the projected voice, and therefore, bad,
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Patté& concludes his comments on the writing of Mon-
sieur M, M., that while he had developed some tenable points,
he had developed them after the fact., M. M, d4id not go to
what Patté considered to be primary sources or causes for
the design, therefore, he discounts the results which M, M,
achieved, Yet, at the same time, Patté sadmits that M, M,
came forth with some excellent and useful points. Patté's
final remarks are the usual, He laments that M, M. had not
appended some drawings to his work to 1llustrate the points
8o badly in need of 1illustrating,

The fifth section of Patté's chapter XIII deals with

the death of its author, Monsieur M, Damun (see Appendix H-L),
Damun acknowledged again, alla Patté&, a principle
also well accepted by other architects of the era, He main-
tained that the architect should begin to design a theatrical
hall from the principles of sight and sound, and not from the
approach of the various ordered rules of general architecture,
Damun's proposed theatre plan appears to be similar to
the plan for the Teatro Olimpico of Vicenza, except that he
proposed a semicircular plan instead of a semi-oval as in the
Teatro Olimpico, Damun argues against the use of a proscen=-
ium as it comes too close to the first set of wings and
usually has nothing to do with the scenery, on that set of

wings or anywhere else on stage, ke further argues against
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the use of a series of small wings on each side of the
stage, having become enamored of the Roman-Vitruvian idea
of Periaktol or triangular scenic prisms on each side of
the stage,

Patté refrains from saying more than that he would
have found Damun's text of interest, if it had actually
emerged, but in that it did not, he does not feel that it
would be fair or delicate to comment, Patt& does say that
he feels that the baslic idea of the proposed semi-circularly
shaped hall would suffer from the same problems that the
plan proposed by Monsieur M. M, would have had, and these
have already been discussed,

The sixth part of Patté&'s XI1Ith chapter deals with
several sources of passing interest (see Appendix H-L).

The section deals with the writings of J, F. Blondel, Cours
d'Architecture, with a plan for a theatrical hall by Roubo,
théatrales, and discusses the lectures by Noverre for his

yet unpublished book on theatre architecture, Observations

Patté's association with Blondel covers a period of
many years.l8 Patté 1llustrated Blondel's Cours d'Archi-
tecture while Blondel was alive and added two books to it

18Mathieu, op. cit., pp. 324-327.
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after his death.l9 Le was considered enough of an expert
on Blondel to have been invited to write on him after his
death, and ultimately was given his seat as Professor at
the Académle Royale de l'Architecture.zo

It 1s difficult to know whether Patté&'s comments on
Blondel's Cours d'Architecture come from the actual text
or from his own personal discussions with Blondel in refer-
ence to theatre architecture., Patté does maintain that he

wrote this Essay as a companion plece to the Cours d'Archi-

tecture, because Blondel in his original conception of the
Cours did not include anything on theatre architecture.
Patté's comments on Blondel, whatever thelr source,
do supply some interesting material, Blondel advised that
it would be useful to remove boxes and supply instead con-
tinuous galleries, one of many sources used by Patté for
this point. Blondel recommended that the floor of the hall
be wooden, instead of brick, and that there be benches,
instead of having the audience stand, as had been the older
custom, Finally, Blondel suggests, and Patté objects, that
the orchestra, that 1s the members of the orchestra, be
split into two parts and located above the balconies on
elther side of the stage, thus leaving the hall entire

1950nn Fleming, High Honour, and Nikolaus Pevsner

(eds.), The Penguin Dictionary of Architecture (London:
Penguin Books, 1966), p. 31.

20Mathieu, op. cit., p. 326,
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between the stage and the hall, On this point, Patté
objects, saying that such an arrangement would make the
orchestra very difficult to conduct., Later on, in his own
text, Patt& has another rationale for placing the orches-
tra between the parterre and the stage.

The plan for a stage suggested by Monsleur Roubo
would appear to be like that of an anclent theatre, yet
in the abbreviated verbal description of Patté&, Roubo's
theatre sounds almost like the description of a contempor-
ary thrust stage., Patté& argues with the plan from many
points; the circular design he would argue would be against
the best principles of accoustics, the extreme expanse of
the proscenium arch at the sides of the stage he would argue
would be against the sight 1lines of the audience, and the
extreme thrust of the apron of the forestage he would argue
would be wrong because actors on it would be too far removed
from the illusion of the presentation of the play within the
stage,

Patté's exposition of the lecture by Noverre on the
defects of the o0ld Paris Théatre d'Opera 18 quite interest-
ing in itself, Unfortunately Patté did not go into greater
detail in reporting the lecture, but that was not his prime
purpose,

The main point brought out was Noverre's suggestions
on fire preventlion and protection for the stage by the use

of water reservoirs and hoses placed handily near to the
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Composite Plan of Patté's Ideal Theatre.

Figure 5.



Figure 6. Enlarged Floor Plan of Patté's Ideal Theatre.
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Enlarged Section of Patté's Ideal Theatre.

Figure 7.
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stage, Noverre's other comments would seem to have been
generally along the lines of many points previously raised
by other authors cited. Eis most emphatic point, and one
which Patté quoted at length, was a discussion of the
proper relationship to be maintained between the audience,
the proscenium, and the stage.

It 1s in his Chapter X1V that Patté settles down to
the purpose of the study, that is actually to apply his
well researched ideas to the design of a theatrical hall
(see Appendix M-W), He makes some general comments, by way
of introductlion, and then begins the task of the actual
design of the hall, One of the basic concerns which seems
to have driven Patté to write his Essay was that most of
general architecture could be that time be reduced to some
sort of rules or orders of general practice. Theatre archi-
tecture was not governed by such rules; what he was attempt-
ing to do was to create and substantiate a set of rules or
at least guidelines for the design and construction of such
edifices.

Having argued himself into confessing that he prefers
the elliptic shape, for the best of sclentific as well as
aesthetic reasons, Patté proceeds to discuss that shape's
advantages, outside of the obvious accoustic ones, He points
out the placement of various major parts of the hall and
discusses the need to eliminate the overabaundance of orna=-

mentation which previously had been the rule in theatrical
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hall décor. He argues against,
e o« o COlumns, capltals, pedestals with theilr orna-
mentations, matting, draping, reliefs, figures, and
ornaments in relief, all of those things . . . not
suitable . . .

Chapter XIV is divided into ten sections. The
first part introduces his major points concerning the
design of a theatrical or musical hall, Appendix M, It
includes his general comments against ornamentation, a
Neo-=Classic reaction against the excesses of the Rococo,
It also includes his basic layout of a theatrical hall
within an ellipse and indicates where, within that shape,
the various parts of the hall should be found.

The second section of the chapter discusses the
disposition or arrangement of the Boxes, Appendix N, As
a matter of fact, he suggests the elimination of boxes
and the substitution of open galleries. Patté's comments
concerning the avallability of an abundance of exits in
the balconies would seem to us to be obvious, but as he
points to ten major theatre fires in Europe which had
occurred within the preceding twenty years, perhaps such a
point was not so obvious,

The third section of the chapter 1s a discussion
of the arrangement of the Parterre or Platea, Appendix O,
Patté maintains two points, (1) that there "always" be
seats or benches on the parterre floor, and (2) that the

parterre floor be sloped toward the stage. Further, he
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suggests that the first row of boxes be raised above the
level of the floor for sight line reasons, that the doors
onto the platea be on the sides of the hall adjacent to the
proscenium wall, that they open out from the hall, and that
the floor be made of wood for accoustic reasons.

Part four of Chapter X1V discusses the location and
disposition or arrangement of the orchestra pit, Appendix P,
His design for an orchestra pit includes a vault under 1its
floor which would function as a resonating chamber. There
would be devices like trumpets at the ends of the vault to
direct the sound from the chamber toward the hall. This
would appear to be an attempt to increase the strength of
the pit orchestra's sound. At that time the accepted
orchestral sound depended upon the extensive use of the
lighter instruments, strings and woodwinds. As a result,
their sound needed to be augmented, Later, with the intro-
duction of brass instruments into pit orchestras, the empha-
sis needed to be shifted to try to keep the sound of the
orchestra from overpowering the vocal sound., This led to
Wagner's attempts to deepen and extend the pit at Bayreuth.2l
It was the shift in instrumentation which led to the later
change in the design and use of the orchestra pit. One

point which Patté raises bears discussion.

21This argument 1s based on extended discussions with
William D. Elliot, Musicologist, Department of Music, Ball
State University, Muncie, Indiana,
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It is generally agreed that the orchestra should be
located between the stage and the parterre. With the
orchestra in this location the spectators gain some
distance from the place of the scenery and this dis-
tance contributes to the illusion, which always has
need for a certain distance to produce its effect.

This 1s precisely the argument used by Wagner for
the "mystic gulf* at Bayreuth, many years later.22

The next part of the chapter, section five, deals
with the design and construction of the ceiling of the hall
(see Appendix Q). Patté argues that, after the walls, the
celling is the most important element for the sonority of
the hall, and, therefore, should make use of the elliptic
shape.

Patté's next section, part 6, incorporates a discus-
sion of the design, arrangement, and uses of the proscenium,
Appendix R, He says that, ". . . it is necessary to think
of the proscenium . . . like a mixing place between the hall
and the stage, destined to prepare the aperture of the
stage. "

Part seven deals with the stage and its space arrange-
ment., Patté at first maintains that any good stage machin-
ist should be able to develop the machinery for any stage,
Appendix S, He argues that the size of the stage depends
upon the size of the plays intended to be done upon it. He

argues that there is a strong relationship between the hall

22pattEts point is in contradiction with Oscar
Brockett's comments concerning Wagner in History of the

Theatre, p. 588.
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and the stage in that the audience seated in the hall must
be able to see and hear all that is going on within the
stage, He picks up some points from Noverre's lecture on
the faults of the o0ld Paris Opera house and makes sugges-
tions for the space necessary for the good use of the back
stage space. He concludes his comments on the stage by
arguing that if one allows extra width for the stage then
one could use fewer but wider wings. As a result you
would have a more verisimilar result in the scenic depiction.

Patté's next section, part 8, Appendix T, wherein he
deals with the lighting of the auditorium and the stage and
its scenery, will be dealt with in the next chapter of this
study. The type of lighting instruments he suggests for
lighting the stage would obviate the use of footlights for
lighting both stage and scenery. He also suggests the use
of softened indirect light for the auditorium, in contradis-
tinction to the direct and brilliant lighting on the stage.

The particular point to be gained from Patté's sec-
tion nine of Chapter XIV, Appendix U, is his understanding
of the movement of large groups of people around within a
theatre bullding and his understanding of the feelings of
the mass-audience. He points out that the accessories to a
great theatrical hall are as a, ". . . great hearth with
few entrances but many exits, because going to the perform-
ances one arrives after the other, but at the moment that it

is finished, all crowd together to exit at once!"
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The last section of this chapter is a detalled des-
cription of Patté's own application of his principles to
an ideal theatre, Appendix V, He shows not only how to
derive the basic elliptic shape, but also how it is divided
for the various parts of the hall, It is in this section
that he goes into detailed use of the ellipse and 1ts modi-
fications in actual application to use as the basis for a
hall, This section and his illustrations are an epitomiza-
tion of all of his 1ideas.

Patt§ concludes his detailed study, Appendix W, work-
ing as he had proposed from broad basic principles toward
specific applied constants, commenting that, ", . . as the
ancients gave certain rules for the construction of their
theatres, analogous to their customs and the vast size
demanded, thus, perhaps, one will find other similarities
between their lives and ours . . ." He had accomplished
what he had set out to do, write a well researched, well
conceived guide for the M"architecting" of theatrical and
lyric halls.

Given our additional almost two hundred years of
experience in the art and craft of theatre architecture,
we might tend to look at hls effort as rather naive, It
must be remembered, though, that this architect was writ-
ing before modern physics, before modern accoustics,
before the endless sophistications of the Industrial Revo-
lution, before the philosophy in architecture based on the
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exploitation of the material toward new and unexpected ends,
before reinforced concrete and steel; he was working with
the materials of his own day and he envisioned a form of a
theatrical hall within his own reach, but at the same time,
advanced beyond his own day.

Directly following the Patté Essay are found Paolo
Landriani's Observations on the Essay (see Appendix X-EE).
The Lombardian, or Milanese, scenic designer and theatre
architect, Paolo Landriani, had already written extensively
on the subject of theatre architecture, when he was invited
by Dr. Giuglio Ferrario to translate M., Patté's Essay for
the Italian reading public. Landriani maintains in his own
preface to the Patté Essay that in an effort to do justice
to the original he had abstained from making corrections in
the text and had instead the intention of appending a series
of "Obsgervations® in which he would express his own ideas on
theatre architecture.

Landriani's background in theatre was as a scenic
designer., He was a student of Pletro Gonzaga and probably
attended the Ducal Academy of Milan,23 EHis artistic work

was influenced by his master, Gonzaga, and also Canaletto

23Thleme. Ulrich and Felix Becker, Allgemeines
lexlkon der Blldenden Kunstler von der Antike bis zur
gegenwart uLeipzig. Verleg Von E. A, Seemann, 1928), Vol.
xxii, p. 34,
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and the Galliari family.2% He began his design career at
the Teatro Argentina in Rome, between 1790 and 1792, and
returned there occasionally through 1796.25 From the Fall
of 1792, he was a part of the production organization of
the Teatro della Scala in Milan, where he worked alterna-
tively with Giovani Pedroni, Carlo Cacclaniga and Giovanl
Fuentes.26 While connected with the Teatro della Scala,
he educated a generation of scenic designers, including:
Pletro Ganna, Allesandro Sanquirico and Giovannil Perego.27
Perego and Landrianl collaborated on a series of designs
during the Teatro della Scala seasons of 1801, 1806, and
1810.28 Arter leaving the staff of the Teatro della Scala
he became Professor of Drawing and a member of the Commis-
sion of the Brera Academy.29 He was also a theoretical
consultant for the review, Biblioteca Italiana,3°

The theoretical work for which he is best known is

his Osservazionl sul difettl prodottl nel teatri dalla

8 2""F‘errarfl. Carlo, La Scenografia (Milan, 1902), p.
128,

25Engicloped1a dello Spettacolo, pp. 1204-1206.
26;21g.

27Ferrar1. op. ¢it., p. 128,

28Enciclopedia dello Spattacolo, pp. 1204-1206,
291p14,

301p44,
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cattiva costruzioni del galcoscenico.31 Milan, 1815-24,
This text was 1ssued over a period of nine years in four
parts, of which the first part is the best known, The
book, as a whole, comprises a publication of Landriani's
notes and lectures on theatre architecture, scenic design,
and scenic drawing. In that some of the theoretical sec-
tions of this book apply to the realm of this study, select
sections of Landriani's Osservazioni sul defetti prodotti

nel teatri dalla cattiva costruzioni del palcoscenico, will

be included herein,

The second and third sections of Landriani's Osser-
vazioni sul defetti . . ., include his detalled discussion
of the Box Set, its design, use, advantages, and disad-
vantages, The pertinent sections of part two and three of
the book will be included in Chapter IV of this study,

Landriani organized his Observations on Patté's
Essay into a seriles of specific points of argument. He did
disagree with Patté, in general and specifically on many
points. The organization of thls section of the study will
be similar to the first part of this chapter, but the dis-
cussion will include comments on the argument between these
men,

Observation A begins with a description of the Teatro

31lobservations on Defects Produced in Theatres from
Badly Constructed Stages.
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della Scala, which had been built after Patté (see Appendix
X, Patté had included a description of the older, burned,
Mlilanese Royal Imperial Theatre, but Landriani substitutes
with this description the contemporary Teatro della Scala.
Though the detalled measurements of the hall are curious,
one can find the same information in the enclosed plans and
sections of theatres.

Landriani immediately takes exception to Patté's
argument in favor of the elliptically shaped hall, arguing
that the hall of the Teatro della Scala 1s of the horseshoe
shape and exhibited excellent accoustics. Landriani further
argues in favor of boxes, superimposed one over the other
and with dividing walls, stating that not only have the
accoustics of the hall been found to be excellent but that
the cost of the boxes's rent had been raised without issue
from the public, due to the quality of the box's accoustics.
Landriani agrees with Patté that the ceiling is of primary
importance accoustically, but maintains that in the Teatro
della Scala, it is the ceiling which is the prime cause for
the excellence of the accoustics. Landriani further argues
that the shape of the ceiling needs to be more like that of
the sounding board of a harpsichord, flattened and made of
wood, rather than curved and made of plaster. The argument
is a distinotion between the celling as a reflecting sur-
face and as a reverberating medium; plaster as against wood

panels,
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Another point in which Landriani finds inconsistency
in the Patté ideal 1s the point concerning the use or non-
use of ornamentation in relief. Patté had argued that orna-
ment in rellef was detrimental to the reflection and rever-
beration of the sounds. Landriani maintains that, because
it 1s the ceiling which is the main accoustic feature of
the hall, ornament in relief is not only not detrimental to
the circulation of sound but visually is necessary to tie
the ornament of the proscenium to that of the rest of the
hall,

This 1s the manner in which Landriani opens his
observations on the Essay of Patté. The frankness of his
opposition to many of the main points made by Patté makes
one admire the restraint which he maintained in doing his
translation of the work.

In his comments on Patté's use of the elliptic shape
Landriani, naturally, expresses the accepted Italian pre-
ference for the horse-shoe shaped hall, Appendix Y. Lan-
driani maintains that the shape of the horse-shoe is the
one, ", . . most commonly adopted . . . as the most beau-
tiful." He also argues that the ellipse 18 really a
squashed circle and therefore 1s not as natural as Patté
had claimed. At the same time Landriani claims that the
horse-shoe shape, using as it does the perfect semi-circular
back, 1s more natural and at the same time comes closer to

the ", . . beautiful shape of the theatres of the ancients."
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In reply to Patté&'s contention that open galleries
glve better accoustical properties to a hall by allowing
for the freer circulation of the sound, Landrianl states
that Af this were true then the accoustics of the Teatro
della Scgala would be terrible. This is not the case, both
according to Landriani and also according to world opinion
since that time (see Appendix 2Z),

Landriani allows, in his Observations D, in Appendix
AA, that he does not wish to get into an argument with Patté
on the advantages or disadvantages of galleries or boxes,
He does point out, though, that under Italian custom,
", . . the person you find in a box is as in his own house,
(and) on the contrary, the one who you find in a corridor
(or open gallery) is as if in a public square." Landriani
goes on to argue that the individual box serves to rever-
berate the sound as distinguished from the point of Patté
that the open gallery serves to reflect the sound., The
argument goes further that whether full of people or not
the box will still reverberate sound, but an open gallery
if empty reflects sound well, but if full will only tend to
muffle or swallow up the sound,

In his Observation, marked E, Landriani claims that
Patté& would leave the arrangement of the stage space to the
machinist without consultation with the architect (see
Appendix CC)., Landrianl would have it that the architect,

designer, and machinist would all work on the stage space
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in collaboration to perfect the entire theatre as an organic
whole, Patt& suggests an almost complete separation between
the stage and the hall, except for the flow of sound and
vision, while Landriani suggests a unity between the stage
and hall bound by sight and sound. The different uses of
the French and Italian theatres, discussed later, will sug-
gest the reasoning back of the separate points of view of
the two men.

The discussion in Landriani's Observation F will be
commented upon in Chapter IV of this study (see Appendix BB).
He argues the Itallan point that the hall must be more
brightly lighted so that the audience may associate with
each other in the openness of the platea or within the home-
like confines of their boxes. He does admit that, when
avallable, Patté's lighting instruments would be preferable
to the smoke and distortions of the footlights.

Landriani's comments on the parallels and differ-
ences between French and Italian theatres are very enlighten-
ing (see Appendix DD). EHEe draws the differences not only
between the architectural arrangements of each, but also
mentions some of the distinctions between production methods
and the way in which they are affected by the differences in
structures.

The different uses of the halls have already been
mentioned. Further, it appears that the Itallians still

used the custom of the standing audience on the platea for
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certain performances on specific occasions.

HEe explores the point which arises from the differ-
ence between the French parterre, on a level one floor above
the street, as contrasted with the Italian platea, which was
on street floor level, Ee argues against the traffic prob-
lems in the French theatre, wherein all movement to and from
the hall must be up and down stairs. Then, he argues in
favor of the benefits to be gained from the French arrange-
ment of the stage. The French stage and its cellar, being
above the ground, did not have the problems of the Italian
stage with its damp and rotting cellar below ground, His
argument seems at a draw with respect to favoring either
the safety of the one or the convenlience to the stage of
the other., Though he does make a final point in terms of
safety, concerning the increased ease of exiting from the
street floor level platea of the Italian theatre, he does
admire the dryness afforded the French stage cellar.,

Landriani's comments concerning the use and loading
of the wings of the stage, sound very much like the remarks
of a working scenic designer. He decries the Italian habit
of loading down the tele (corresponds to both mot and ferm,
as used) with several guinte (flats), as apparently was
the Italian custom, He admires the French habit of striking
all flats from the movable wings as soon as they were no
longer to be used for the production. He allows that the

French custom of having readily accessible storage space
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for the struck flats is far more desirable than the Italian
usage of lashing flat, over flat, over flat, over those
already there, until the tele no longer could function
properly.

One of Landriani's points is to mention the '"red
draped wings," which were used as a convention in stage pre-
sentations of the era. Apparently, when there was not time
to paint a complete set of wings for a stage setting, the
convention was to use red draped wings for masking of the
off-stage areas., This convention would correspond to our
contemporary use of "flown" black "legs" and "borders."
Landriani complains of this accepted convention., It
offended him, Yet, he allowed that at times its use simpli-
fled the staging of a production, HRow familiar that sounds!

Landriani's final section of comments, found in
Appendix EE, is a gathering of his i1deas concerning the
size, shape and arrangement of the stage as these relate to
the hall and to the needs of the productions planned.

He maintains the Italian Opera house convention of
recognizing the square as the best shape for the proscenium,
but later admits that, " . . . the opening of the proscen-
ium, whiohevér is larger, becomes almost equal to that of
a little theatre, because above the wings, for the most part,
it is closed by a large, stable panel (or teazer) for a
good third or more of the opening of the proscenium, "

The next major point which he discusses involves the



78
relationship of the depth and width of the stage and the
needs of the productions done on it. He maintains that
the most important dimension of the stage, with respect to
the grandiosity of the production, would be the width,
With width, he claims, one can oreate in perspective the
appearance of whatever depth one desires, If your stage is
too deep, he allows that the designs would all have a tend-
ency to look like narrow deep streets. He argues for wider
tele, which would demand, for their proper functioning,
wider spaces at the sides of the stage. Wider tele carry-
ing wider guinte can show in perspective any scene which
the designer desires, and in fewer pleces, and with less
weight, and with less fragmentation of the visual effect.

His final point concerning the depth of the stage
1g that more depth obviously places the tele and guinte
at such a depth from the footlights that they could not
possibly be lighted.

A point of historical curiosity which he reveals is
that the stage of the Teatro della Scala originally had
bullt into the floor a second set of footlights at some
point, part way back on the stage. Without explaining
the reason, he says that this second set of footlights had
been removed.

Landriani's Osservazioni sui Teatri e Degorazioni
appeared in 1818 as the second part of his published lec-

tures from the Brera Academy, where he was Professor of
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Perspective (see Appendix GG).32 1In that capacity his lec-
tures ranged over the areas of scenery, stage craft, theatre
architecture, accoustics, drawing, perspective, cast shadows,
and other similar subjects.

This particular lecture series precedes Landriani's
translation of the Patté text by some time. Patté's text
was avallable to Landriani at the time of its publication,
of course., Chapter I of the 1818 part of the whole, four-
part, body of lectures (1815-1824) deals with the lay-out
of the hall of what can be called the typical or ideal Neo-
Classic Italian theatrical or lyric hall. Thus this chap-
ter 1s Landriani's answer to Patté's work on the ideal
theatrical hall,

Pierre Patté was not the only architect or theatre
enthusiast to be interested enough to have written about
the field of theatre architecture during the Neo-Classic
era, But Patté was one of the first architects to have
written from extensive research, in depth, trying to formu-
late rules or guidelines, and successfully completing a
coherent treatise on the subject. His work, by itself, 1is
important in that it reflects late eighteenth-century think-
ing on the subject., What also makes the work by Patté
unique 18 that it was translated and commented upon by

Landriani. As a result, in one source, we have both the

320bgervations on Theatres and Scenery.
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French and Itallan views on Neo-Classic theatre architecture.

The theoretical sections of this book, Ferrario's
Descrizione de principall teatrl, present the meat of the
thought of both of these men. The added section from Lan-
driani's lectures gives a fuller view of his ideas concern-
ing a particularly Italian part of Neo-Classic theatre
archltecture.

Both men were caught up in the current of the Neo-
Classic resurgence, This 1s evidenced by their interest in
things classical, They spend a great deal of thelr time
either agreeing with the principles of the ancients or care-
fully refuting the practices of the ancients because of
new-found scientific practilces.

The particular development of the writing of the
Patté book 1s not new, He uses an already accepted formula

for such books, as seen in Blondel's Cours d'Architecture,

He acknowledges the intention of making his own Essay to

be an extenslon of the Cours into an area not covered by it.
Nor was Landriani's commentary the only reaction to

Patté, In 1790, the Englishman, George Saunders, published

his not too original Treatise on Theatres.33 Saunders plicks

a few generalities from Patté and Noverre and proceeds to

build a case for a round-halled theatre, He does recognize

33George Saunders, Treatise on Theatres (London:
privately published, 1790).
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83
Patté as, ". . . the first who attempted to lay down some
principles on which to proceed."3u The only other point
which Saunders mentions relevant to our study was that,

Monsieur Patté has proposed a method to light the

avant-scene without that tormenting line of lamps at
the foot of the stage, which wrongs everything 1t
1l1luminates., He would have reverberators (sic)
placed at the extremity of the boxes, on each side
of the stage; and this has been practiced in small
theatres with success, particularly at Blenheim, and
it is well worth trying in larger ones,35

Patté's influence was felt in Europe for quite a
time, resulting in the Landrianl translation, among other
things., At the same time, Landriani's comments give us the
contrast of the Italian philosophy and approach to theatre
architecture at the time.

As mentioned above, in Chapter 11, the Neo-Classic
style had many aspects in common throughout Europe, but in
the detailed exploration of something as unique as the
thoughts and expressions of the artistry of two individuals,

the differences must stand out, Indeed, they do.

34saunders, Treatise on Theatres, p. 23.
351bid., p. 5b4.



CHAPTER IV

ADDITIONAL WORKS OF PATTé AND LANDRIANI
ON THE THEATRE

In a study of theatre history it is extremely 4diffi-
cult to pin-point dates for the development of commonly
recognized elements in either theatre architecture or
theatre production. The attempt of this study, so far, has
been to treat, exhaustively, the subject of the architec-
tural style created by Patté and Landriani. But theatre
architecture was not the only area that these men worked
in, Both Patté and Landriani wrote down many of their ideas
concerning theatrical production and production techniques.
Often they cross-referened their discussions of architecture
with considerations concerning contemporary theatrical pro-
duction. Some of thelr points of argument have been men-
tioned in passing in the preceding chapters, I and III.

In this chapter some of Patté and Landriani's, pos-
8ibly unique, 1deas on theatre aesthetics and production
techniques will be presented. The expression of these ideas
would seem to pre-date commonly acknowledged chronological
references in those areas,

To 1limit a discussion of the contributions of these
men to their work in architecture would be to do them a

grave disservice. Patté's ideas on aesthetic distance,

84
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previously mentioned, and on lighting for performances are
important contributions to theatrical production. Landri-
ani's discourse on Box Sets, setting back chronology on the
development of this staging form by roughly 25 years, must
also be considered in its proper historical perspective.

The contributions of these men, both in theatre
architecture and in theatre production, merits inclusion in
this study of some notice of thelr work in the area of pro-
duction.

An article in the July, 1781, Mercure de France, an

unillustrated magazine, contains Patté's first public dis-
cussion of the use of lens and reflector system stage light-
ing equipment. Later, in his Essay, in the eighth section
of Chapter X1V, 18 contained his enlargement of the use of
a lens and reflector system for stage lighting. This would
seem to pre-date our previous knowledge on this subject.

Similarly, Landriani's discussion in his Observations
on Theatres and Scenery, of 1818, of the design, advantages,
and disadvantages of the box set or scena parapetata, would
appear to pre-date concrete evidence of the accepted use of
this type of staging.

Whether these works do actuaslly pre-date established
chronology is not the primary concern of this study. This
facet of the work of these men 1s presented here as typical
of the type of accomplisiment achieved by the architect-

designers of the Neo-Classic era.
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The discussion of Patté's thoughts on stage lighting
and Landrianli's rebuttal were not included in the body of
the commentary on the Essay in the last chapter. This com-
mentary will be found herein. Also to be included in this
chapter will be a detailed discussion of Landriani's Chap-
ters II and III from his 1818 additions to Teatri e Decora-
zZioni. For the sake of clarity, illustrations and detalls
from 1llustrations will be included in the text of the chap-
ter. For form of the chapter will be similar to that of the
lagt, with commentary following the translated material.

Patté's July, 1781 article in the Mercure de France,
was entitled, Observations sur les moyens de rassurer le
The article can be described as a preview of his book. He
covers, in the briefest detail, some of the major points to
be explored in the Essay. One of the points discussed 1is
the use of safe stage lighting equipment. It suggests a
type of equipment to light the stage from above and in front
of the proscenium, making for a more natural picture on the
stage. He suggests that the sarfety to be gained from
enclosed light sources would equal the audience's joy at
not having to look at the stage picture through the heat
distortions of the footlights., He concludes that his
thoughts are presented to increase the public safety.

The following year, when he published his Essay, he
included a section, Chapter X1V, section 8 (see Appendix T),
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wherein he discusses the lighting of the stage using lens
and reflector system equipment. This section is of extreme
interest because it pre-dates other discussions of this
type. He introduced the subject in the article in the Mer-
cure de France; which was short and unillustrated and as a
result his intentions were not completely clear. In the
Essay he expands the discussion of the type of instruments
and thelr uses, and includes both plan and cross-section
views of the instruments and their proposed positions in
the theatre (see following two plates), Patté advocates
the use of lighting instruments which incorporate both
reflectors and lenses, with the flame in an enclosed and
vented housing. These instruments would be flexibly mounted
on pivotable frames. Their light would be directable onto
the scenery or stage as desired. They would be much more
fire-proof than the open light battens (porta-lumi or
lunettes) which were the standard light source at the time.
He argues that such lighting instruments could be mounted
at some dlstances from the combustible scenic materials of
the stage, and that the resulting safety to the audience
was greatly to be desired.

Further, Patté comments upon the effect such light-
ing instruments would provide. He details two mounting posi-
tions for instruments. The first is on vertical, pivoting
frames mounted on the walls of the wings, above the stage

floor. These instruments he says would ", . ., give a
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Figure 13. Detail of Patté's Theatre Plan, Indicating
Lighting Instruments.
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Figure 1l4. Detall of Patté's Theatre Section, Indicating
Lighting Instruments.
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vivacity to the colors . . ." of the painted scenery, pro-
ducing in the perspective a " ., ., . sweetness and an appropri-
ate accord for deliciously alluring the eyes of the specta-
tors." He maintains that the strongly "thrown" light could
achieve effects of 1light and shadow not achievable in
painted scenery.

Further, Patté argues that the footlights could be
dispensed with. He describes the effect of the heat waves
created by thé footlights and the obvious distortions to the
view of the audience created by those heat waves. He sug-
gests that open flame causes the actors and singers to cough
from its smoke, and that the increasingly dense smoke in the
hall 1is injurious to the sight, to say nothing of what it
does to the decor of the hall,

To remove this source of aggravation, Patté suggests
that the lens and reflector lighting instruments could be
used in the auditorium, also. "It would not take more than
mounting three reflector lamps next to the stage end of the
balconies, on one side and the other, at the widest part of
the hall, where the railing of the second, third, and fourth
balcony begins." His argument continues, " . . . thus the
reflector lamps can advantageously direct their light, and
embrace wWith thelr rays the totality of the proscenium,

With this method, instead of finding the scenic objects ridi-
culously illuminated from below to above, they would be
lighted from above to below, as would the Sun. Thus, they

would appear to have a natural appearance."
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Patté goes on to point out that for the audience the
reflector lamps being on the sides would no longer produce
heat ray reflections of the visual image of the stage.
Beyond that, Patté points out that because this sort of
lighting instrument could be chimneyed or vented all fumes
could be directly exhausted to the outside, and if built
properly the auditorium lighting instruments could even be
lighted from the corridors, thus obviating the need for any
open flame in the theatrical or lyric hall.

In the last paragraph of this section of the chapter,
Patté argues in favor of a simple chandelier in the middle
of the ceiling of the hall, functioning by the use of
reflected indirect light. The result would be " , , . the
light bouncing on the smooth and polished surfaces of the
cover would shed a sweet and soothing splendor, which would
make a contrast with that of the stage which would be live
and brilliant."

Truly on these points Patté, if not an innovator,
was at least far ahead of his time in the applicgtion of the
use of reflector and lens systems to the lighting of stages.

The discussion of the lighting or illumination of
performances by Landriani centers around a point of national-
istic custom concerning the uses of a theatrical hall (see
Appendix BB). By the time of Patté, French theatres were
being bullt solely for the purpose of the presentation of

theatrical works. Some other uses of the theatrical hall
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occurred but the idea of a soclal-recreational function
occurring in the entire hall-stage complex of a public
theatre was no longer acceptable.1 The reason was that in
the French theatre the parterre floor was built on a slope
with benches attached to it, thus obviating its use for ban-
queting or dancing. Banquets were still held in theatres in
France, and especlally those of Paris, but they were held on
the stage.?

On the contrary, in Italy two kinds of social-recrea-
tional functions occurred in the hall-stage complex. First,
and most commonly, were the private uses made of the boxes.,
Landriani refers to a man's box being ", . . as his
home . . ." wherein one could entertain in conjunction with
the performance or separately from it. Second, due to the
flat floor of the platea, with its removable seating, this
part of the hall was often used for grand balls or banquets,
as well as 1its more usual function as a standing or sitting
place for observing performances.

The point of distinction concerning the lighting of
the hall becomes evident when you consider that in France
the hall was considered secondary in importance to the stage.

Therefore that hall was lighted softly, as Patté suggests,

1Marv1n Carlson, The Theatre of the French Revolu-
tion (Ithaca, New York: Cornell University Press, 1968),

28.88 1m.
21bid.
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while the stage should be more brilliantly lighted. 1t was
for that reason that Patté suggested the use of reflector
and lens units to light the stage and indirect light for
the hall,

In Italy, Landrianl argues, the lighting of the stage
and hall are of equal importance. The social function of
attending a theatrical event, he maintains, i1s only par-
tially fulfilled by the viewing of the performance. If the
performance is dull, then the evening can be saved in the
Italian theatre by being able to withdraw socially into one's
own box, drawing the curtains, sending out for supper, and
entertaining one's friends.

In order best to illuminate the hall, in its entirely
80 one may see who 1s there, Landriani suggests that one does
not have any choice but to employ a large chandelier, with
small wall sconces in each box. He argues, though, that
care must be used in the design of the chandelier that it
does not cast annoying rays of light from its crystal facets.
These refracted shafts of light tend to destroy the effects
of the scenery, he says, and to dazzle the eyes of the
spectators,

A much more important contribution to theatre history
would be Landriani's comments and discussion of the Box Set,
which appeared in his Observations on Theatres and Scenery
in 1818. In Chapter II of that book, entitled, Sulla Scena
Parapetatta, . . ., Landriani defines, describes, and
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discusses the use, advantages and defects of the Box Set.
Chapter 111, following, deals with adding three-dimensional
elements to the flat side walls and ceiling of the box set.
Landriani defines the Box Set as,

e o« o that type of scenery which on the stage space
is formed with individual flats joined in the form of
walls, and placed in such a way that they would comply
with or follow the structure of the real plan of the
actual locale, but which is somewhat restricted, fore-
shortened, or perceived in perspective, in which the
space given is fixed by the designer, or must be fixed
because of the needs of the performance,

As 1f thils definition might be thought inadequate,
Landriani goes further,

These scenes are created in order that the usual
openings between one wing and the next are not seen,
the openings staying completely closed, and they have
thelir ceiling equally closed, the ceillings made of
flats, horizontally above the others; so there 1s no
need for the introduction of masking pieces, expressly
to cover defects in the lines of sight of the specta-
tors seated in the flanking boxes.,

Landriani then moves on to discuss the advantages
and defects of the Box Set, as compared to the wing and
drop type of set:

We now have the advantage with this type of scenery
of being able to place on the flanks of the set - doors
and windows - with much more truth and of such a size
that they are better sulted to need. There is not the
embarassment or the obligation (for the actor) of being
seen in a small space, as between wings, as we have
seen in the other type of scenery. It would seem that
a stage setting, covered in such a way on every side,
would give a better illusion of whatever it represented,
not having the distraction of extraneous objects which

3The Enciclopedia dello Spettacolo defines the scena
pararettata similarly, maintaining it as a late nineteenth-
century scenic convention, though, ref. pp. 1609-1610,
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Figure 15. Landriani's Plans for a Box Set, Based Upon An
Actual Room Plan.



Figure 16. Landriani's Plans for a Box Set, Based Upon An
Actual Room Plan, With Columns Across the
Center of the Room.
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The Drawing of a Forced Perspective Door for

the Side Wall of a Box Set.

Figure 17,
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ordinarily appear in the open flanks of the other type
of scenery (wing and drop).

The Box Set 1s not claimed to be a 'cure-all" for
the 111s of the wing and drop type of scenery; Landriani
also enumerates the 1l1lls of the Box Set:

e o o the defect of having part of the set escape
from view on the side walls, as . . . on the flanks of
the box set.

He also discusses the technical problems of using

Box Sets in the theatres of his time:

The idea of the box set must be limited always by
the limitations of the stage space and by the heighth
of the flats, which must not exceed a given measure-
ment because of transportability . . . for the easy
changing of the scenery and an easy amount of time for
that action . . . due to the construction of the flats,
a flat celling is always called for.

Nor is this Landriani's only concern,

« « o the striking of the (box) set is also restricted
to a limited number of pieces of scenery . . . (and) that
scenery, however grand 1t may appear, must never in fact
be grandiose . . .

Thus he warns against the use of more than flat-
painted walls to make up the encircling flats and celling of
the box set, for the best technical reason possible, one
could neither move nor store a three dimensionally built
box set,

The rest of this chapter and the whole of Chapter III
deal with taking the floor plan of an actual room and reduc-
ing it to a forced perspective floor plan, and subsequently
to a completely forced or foreshortened reproduction of that

room as a box set,
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Landriani's concluding remarks are particularly rele-
vant to the design of a box set for an Opera Louse with
galleries of boxes extending on the sides up to the pros-
cenium wall,

But what is the good of designing box sets? They
will always have the observed defect of thelr side walls
never being exactly in correspondence with perspective.
One will always be able to see objects designed, as if
of a natural size, with their flanks visible, yet
naturally it would not be possible to see those sides.
The objects would be all foreshortened in one way or
another, But this has always been given to the art
for the necessity of making the depth and width of the
stage visible from the platea. Really in life you
might not see these objects if they were constructed
as from life. A final point, you can never see the
(box) scene sufficiently from the sides (of the hall),
the light of the footlights escapes. The lighting 1is
particularly bad when there are no jutting (masking)
pleces (in the ceiling) to hide a break, for hanging
sultable lights (such as open flame border-lights--

porta-lumi).

It is perhaps appropriate that it is Patté the archi-
tect who made the distinction between the lighting of the
stage and the house and for that and other reasons suggested
the improved method of lighting the performance. Landriani,
the considerably experienced scenic designer, was the one to
have delineated the box set. Each man, through wanting to
improve the theatrical experience, contributed what can be
described as a lasting improvement of that experience,

though 1little realizing the effect they were to produce.



CHAPTER V
SUMMARY AND CONCLUSIONS

The purpose of this chapter is to summarize and draw
conclusions based on the findings of the study. The plan
of the chapter will consist of three parts: (1) summariza-
tions, (2) conclusions, and (3) an interpretation of the
conclusions, drawing some personal implications and infer-
ences,

The working hypotheses of the study can be stated
as a series of questions: (1) Was there a Neo-Classic
style of theatre architecture? (2) What was the relation-
ship of Patté and Landriani to that architectural style?
(3) What is the position of Patté and Landriani in theatre
history?

Having explored the period, the stylistic sources,
translated primary materials, and having explored the lives
and works of the architects involved, it is the purpose of
this chapter to recapitulate the findings of the study; in
an attempt to answer the above questions. Since there seems
to be some disagreement smong art critics and architectural
historians on the Neo-Classic style in their media, and a
general lack of expression on the Neo-Classic style of
theatre architecture by theatre historians, it seems con-
sistent to report in this chapter a summary of the conclu-
slons found by the study.

100
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The Neo-Classic period has been identified as that
period in the eighteenth-century in which historical clas-
8icism was the prime influence on artistic and philosophi-
cal 1life and thought. This period would extend from the
dates of the writings of Mengs, Winckelmann, Milizia and
others in the 1750's and 1760's through the expiration of
historical classicism as a vital influence, due to the ris-
ing influence of Romanticism in the early part of the nine-
teenth century.

The definition of a Neo-Classic style of architec-
ture must stem from the architect, as Milizia has pointed
out, and extend beyond the architect to his ideas and 1deals
of beauty as related to his classical past. These archi-
tects sought a new proportion, a simplicity of form, a
symmetry of parts, and a certain polish in contours and sur-
faces, and above all, in everything a triumph of 1light and
color. The preference for simple geometric shapes and
smooth plain surfaces 1s common to all Neo-Classic architec-
ture, aimed at achieving the effect of solid, unbroken mass.
The simplicity of forms, integrity of surface, and contin-
uity of line, so indicative of Neo-Classic architecture,
growing as 1t did from the antiquarian interest of the early
eighteenth-century into the full-blown philosophy and prac-
tice of art, sculpture and architecture, were to pervade all
aspects of the architectural practice of the period.

The lives of both Patté and Landriani chronologically
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relate to the period of Neo-Classicism. To say that they
were Neo-Classically influenced and inspired is a foregone
conclusion. A restatement of a few points concerning the
life and works of these men would draw the connection more
fully.

Patté was raised and trained in the Rococo Paris of
the court of Louls XV and the Regency salons. He was known
to have traveled extensively in Italy and the Near East.

He published 1llustrated treatises on some of the archaeo-
logical scavi which he had visited. He was available at

the right time and place to have been influenced by the pro-
ponents of Neo-Classicism. According to Mae Mathieu, in
her monograph on him, he was exposed to their thought and
was profoundly influenced.

Patté's writings continually refer to the works of
the "ancients." It is obvious that he had studied ancient
theatres, had read Vitruvius, and had actually been in the
ruins of some of the extant ancient theatres. He had also
seen coples of ancient theatres, such as the Teatro Olimpico
at Vicenza. On the strength of these many points of contact
and reference 1t 1s argued that Patté and his theories are
the product of a background strongly influenced by Neo-
Classicism.

To show the connection between Landriani and Neo-
Classicism 1s no more of a task. He was tralned in Milan at

the Ducal Academy. His first major position, as designer
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and scenic painter, was in Rome, between 1790 and 1792, at
the Teatro Argentina. From 1792 onward, he was assoclated,
first, with the Teatro alla Scala, and then, with the Brera
Academy in Milan. Though he was trained somewhat later than
Patté, he was ideally situated to be directly influenced by
the mentors of Neo-Classicism.

The lectures and the Observations on Patté invoke
the aid of the ancients, wanting to emulate their example,
acknowledging theilr influence, their art, and their soclety.

The illustrations included from his lectures can be
identified as Neo-Classic in style, because of the simplic-
ity and integrity in their use of line. Ee uses large, flat
spaces, simple flat painted friezes, flattened pilasters
against the walls, detalls freely lifted from sources on
newly discovered classical remains.

The connection of Landriani, like that of Patté, with
Neo-Classicism, based on the many references mentioned, is
as mentioned above a foregone conclusion.

To demonstrate the existence of the proper philo-
sophical sentiments in either Patté or Landriani for the
execution of Neo-Classic works of architecture would be next
to impossible, But, it is possible to show in their works
many of the elements which characterize the Neo-Classic in
architecture.

One could argue from Patté's general architectural

works, or his illustrations, but for the purposes of this
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study 1t 1s necessary to show the connection of his theatre
architecture to general Neo-Classic architecture. In the
case of Landriani, one must argue from his writings and
from his non-architectural illustrations, for lack of a
better source. One could argue from his illustrations in
favor of a Neo-Classic style in his scenic art, but, again,
this would be outside of the realm of this study.

Both of these men argue in favor of the use of simple
geometric shapes in the basic design of the theatrical hall.
Their rationale 18 based on simplicity, on closeness to
nature, on the example of the "ancients," and also upon phy-
sics, as they understood it. The Neo-Classic insistence on
the use of smooth, plain surfaces 1s used by Patté in his
arguments in favor of open galleries in the hall, and for
the plainness of the curve of the ceilling. He rationalizes
the use of plain surfaces on the best of accoustic grounds,
but he also insists that for aesthetic reasons it would be
more pleasing in appearance. This is also his argument
relating to the continuity of line, i.e., the simple continu-
ous line of the open galleries. He also argues against any
great amount of decorative detall or relief in the body of
the hall (except at the opening of the stage), both for
accoustic and aesthetic reasons.

Using many of the same basic points Landriani argues
in favor of many of the aspects of Italian theatrical halls.

Though many of his points contradict Patté's ideas, they are
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consistent with the aesthetic of Neo-Classiclsm. For
example, Landrianl argues that the halls found in Italy,
with their multi-curve horse-shoe shape, have the requisite
openness and simplicity of shape desired by the "ancients."
He also argues that the multiplicity of boxes lends a con-
tinuity to the line of the relationship of one box to the
next. He maintains that because the ceiling is accoustically
the most important part of the hall, then that part must, of
course, have a necessary planeness to its surface. The
rest of the hall, though, could be decorated, because the
"ancients" would have it that way, like the gallery at the
rear of the ancient theatres.

Each of the elements of the Neo-Classic style of
architecture may be found in the over-all conceptions and
in the detalls of the work of Patté and Landriani. The
differences between the results of the two men may be
explained by their different nationalities and by their
being two different artistic personalities, they each saw
the same general subject somewhat differently.

Patté's 1deas on the use of lens system stage light-
ing equipment, which was endorsed by Landriani, was intro-
duced into the study to show the breadth of the artistic
interests of the man. The technical innovativeness of his
ideas and the novelty of theilr application, coupled with
the fact that his ideas were perhaps before their time his-
torically, makes the inclusion of this material in this
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study not only of interest but necessary.

The same may be maintained concerning the material
by Landriani on the Box Set. Little is known of the origins
of the box set., Landriani's lengthy treatise may well pre-
date any other comparable study.

Though the problem of the establishment of histori-
cal precedence is not within the scope of this study, the
contribution of Patté to lighting and Landriani to scenery,
Whether these contributions precede others or not, are of
sufficient magnitude to warrant their inclusion in a study
on theatre and architectural history.

Based upon the findings in each of the areas of Neo-
Classicism studied, the following is evident in answer to
the above questions: (1) There was a Neo-Classic style of
theatre architecture. But, it tended to be a composite of
the influence of the "classical past," in general. As a
result, Greek, Roman, and other "classical" elements tended
to appear mixed in the resulting work. The definition of a
style, per se, was not so fully drawn as in other more
easily recognizable styles, such as the Palladian classical
of the Renalssance, or Inigo Jones's varlations in English
architecture. The signature of the Neo-Classic architect
was recognizable, but also to be seen and felt was the per-
sonallty of the architect as individual., Neo-Classicism
tended to be a philosophical and aesthetic milieu within
which the architect worked, encompassing himself, his

approach, his creative vision, as well as his production.
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The answers to questions (2) and (3) have already
been presented in a variety of ways. Such a study would
not have been possible but for the attempts of Patté to
categorize the design of theatrical halls into a set of
rules or principles. The reaction of other architects,
such as Landriani, makes thelr combined effort an excellent
historical source, but one wonders if Landriani's reaction
might not have paralleled the reaction of other architects
who would have rejected the rules of Patté. Perhaps this
is the reason for the lack of recognition of the work of
these men. Academic rules tend to become academic and the
source of academic revolt.

Certain inferences have been suggested to this author
during the course of translating the primary materials for
the study and during the actual writing of the study. One
of the obvious values of the study was the exploration of
an area of theatre history little explored by others. Per-
haps there was a reason; the period followed the spectacular
reigns of the Louis, but preceded the literary and dramatic
ferment of the Romantic, the Sturm and Drang, and the much
later Realistic developments of the late nineteenth-century.
For dramatic theatre this period was not one of great inter-
est; for the Operatic theatre, on the other hand, much was
happening. As a result for theatre architecture, the design
and construction of opera houses was a vital and active

process. For the scenic designer, the design for operatic
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production was the area wherein the public interest was to
be found. For the dramatic theatre historian, then, the
period may be by-passed lightly and superficially. To date
books on dramatic history have by far outnumbered books on
the history of architecture and theatrical production., It
is hoped that this study fills a gap in the history of the
theatrical experience in general,

A secondary purpose of the study was to attempt to
establish some criteria for discovering styles in theatre
architecture. These criterlia have been alluded to in Chap-
ters I and II, and worked with in Chapter I1II. One major
question concerning the successful completion of the task
needs to be answered: 1Is it possible to establish a style
of theatre architecture?

In any art form there are rules and criteria against
which critics and historians are constantly attempting to
measure art objects. In painting there are standards and
criteria for good composition and for measuring form and
style. In music there are criteria for the sonata and sym-
phony, for composition and harmony, and for tone and balance.
In drama there are criteria which critics use to measure plot,
actlon, exposition, dialogue, language, and many of the visual
elements of production.

The critic or historian who maintains that his, or
any, criterla are perfect yardsticks for discovering the

style of an art object, forgets the nature of the object he
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is studying and the process through which it was brought
into being. Every artist is different; every artistiec
impulse 18 different; and every creative process under which
an artist works 1is singular and unique.

Architects usually do not create works in order to
conform to a particular style set up in advance by critics,
theorists, or the works of other architects. Those archi-
tects who attempt to work in this fashion are written off as
Yhack" copylists, with the copy rarely having the spontaneity
of the original. In other words, no criteria can perfectly
measure an artistic product, and no artistic product can
perfectly measure up to outside criteria.

The problem is further complicated when one considers
that the criteria employed, i.e., Pevsner's contentions con-
cerning style in architecture, apply to general architecture.
To attempt to apply these criteria to the specialized area
of theatre architecture, with its parallel but, nonetheless,
divergent historical antecedants and influences, might seem
unworkable in specific cases,

This 18 not an attempt to excuse the study, or the
criterlia; we are, after all, dealing with artists doing
artistically creative projects. If as a result the criteria
do not exactly fit all of the elements of the field, then a
negative answer 1s not requested to the question concerning
the establishment of a style. The request 1s merely made
that the reader consider this study to be an attempt to
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reconcile measures of style criterla for a general field
with those special elements of a smaller area within that
field. To fit the general field, the criteria of necessity
must be broad enough to cover the whole area, as a result
within the specialized area of theatre architecture some

of the style elements of general architecture criticism
may not exactly apply.

In summary of this point, it is the opinion of this
author that the criteria of general architecture used in
the study, and applied to theatre architecture, although
possibly not perfect, appear practical and may be useful in
other research seeking new insights into the styles of
theatre architecture in other historical periods.

This study cannot make the claim that Neo-Classicism
produced a new and entirely different approach to the prob-
lems of theatre architecture. What the Neo-Classic archi-
tects did was to approach the idea of the design of a hall
from a set of basic and rationally thought out points: (1)
They maintained that one should consider the use of the
hall, as the first and most important question to be ans-
wered. (2) They established and maintained the integrity of
the stage-auditorium complex. (3) They argued for the recog-
nition of the use of accoustic and visual limitations in the
design of a hall., The combination of these basic points
established the groundwork upon which they set out to build
a theatrical or lyric hall,
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Working from the same considerations, one might
expect some consistency in Patté's and Landriani's results,
Patté's arguments on the design of a hall have a freshness,
a novelty, and a consistency with the Neo-Classic ideal
which can be contrasted very strongly with the works of the
Rococo theatre architects. Landriani, though he speaks the
right language, the rhetoric of Neo-Classicism, 1s more
strongly bound by traditional late-Baroque Italian concep-
tions of theatre architecture. Ee could not break as cleanly
from his immediate past as had his colleague, Patté.

The conclusions of this study suggest several areas
for further exploration. Only recently have studies been
made in depth of the physical conditions under which plays
have been produced; in the past these studies have been
limited to periods of literarily great dramatic activity.

It can be argued that these periods of less vital dramatic
or literary activity have been the periods when due to
necessity theatrical production techniques have taken a

more active or more dominant place in theatrical production.
Perhaps it was during the production of the work of some one
of the lesser known or "hack" playwright's works that one of
the, as yet sourceless, technical production techniques was
first discovered and used, such as the use of the box set.

One area which needs considerable study is the area
of the history and development of theories of accoustics.

In trying to trace the thought of the period on the subject
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of accoustics, this author found no central source, and only
the merest mention of the history of the development of
theories of accoustics. Of course there 18 good reason for
this; contemporary accoustical theory would seem to have
the answers to most theatrical accoustical problems., Though
there have been written studies of accoustics dating from the
ancient Greeks, there is little to show the effects of any of
the accoustic theories as related to theatrical production at
any period.

Since the rediscovery of Vitruvius, Ten Books of
Architecture in the frifteenth-century and their publication
in Italian in the sixteenth-century, architects of many coun-
tries have written similar treatises on general architecture.
Many times they have included a book or section on theatre
archltecture, While many of these books have been found and
some have been made available in translation, there are many
other titles still to be explored. These works need to be
made avallable both for the sake of theatre history and for
the use of architectural historians. The same hall or audi-
torium may be used both for dramatic and operatic productions,
many discourses on lyric theatre, and on the construction of
opera or lyric theatres contain material on the design of
theatres. Many operatic scripts and scores, in the original
hand, contain marginal annotation on scenic production, for
that matter.

Landriani designed eighty-five productions for the
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Teatro della Scala. He produced an uncounted number of pro-
ductions for the Teatro della Canobiana, the dramatic theatre
run by the same royal Imperial management in Milan. EKis
productions need to be explored, perhaps through production
books, scores, and manuscripts at the libraries of the Teatro
della Scala, the Brera Academy, or at the municipal museum
of the Pallazzo Sforzesco, for clues to his actual use of a
box set,

Just as there has been made an argument for a Neo-
Classic style of architecture in theatres, so there could be
an argument made for a Neo-Classic style of scenic art in
this period; an interim style between the late-Baroque
scenography of the Galli's of Biblenna and Galliari's of
Bologna and the Romantic scenic design of Sanquirico (Landri-
anl's best known student). One of the elements of a Neo=-
Classic style of scenic art, due to the influence of Landri-
anl, would have to be the convention and use of the box set.

One last point: There were working in Europe during
the Neo-Classic period many architects. During that time
many theatres were bullt. This study has centered on the
work of one architect and the reaction of one scenic designer/
archltect. Their work appears to be indicative of the period.
They contributed considerably to the body of knowledge on
theatre architecture; they contributed substantially to the
realm of theatrical production and therefore the study is
valid. But, just as this author has found the writings of
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Patté and Landriani waiting to be explored and reported,
and risking the possibility of sounding overly dramatic,

who 1s to say that there might not be even more interesting

sources, as yet unfound.
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