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ABSTRACT

BLURRING THE LINES: THE INTERMINGLING OF GARDEN AND THEATER

IN SEVENTEENTH CENTURY FRANCE

Abbie Elizabeth Smith Rufener
Department of Humanities, Classics and Comparative Literature

Master of Arts

Seventeenth century French society was a time in which the arts flourished and were used
to create an eminence of power a$olutism. The gardens of Vale<Vicomte were
commissioned by Nicolas Fouquet and designed by André Le Nétre. The gardens created a
political and social space through the characteristics of design and standards of order which
together conveyed power aalisolutism. Louis XIV, newly crowned king, recognized at Vaux
the perfect vehicle for the portrayal of power.

French theater at the same time was gaining popularity and establishing itself as a great
art form. Similar to the gardens at Vaux which illasdéd beauty and power through order and
careful design, the theater also was subject to specific guidelines of order and design. Powerful
men such as Cardinal Richelieu helped to establish the early acceptance and development of

theater at this time. Prifpdes set forth for the theater were followed in order to create the perfect



theatrical i l'lusion onstage. Standards such a
Academy were closely foll owe dLe Gidiwere eritcipeifary s s uc
their lack of adherence to the rules.

Trends and elements of formal gardens aligned with similar trends in French theater to
reflect the power of the king. This power was doubly manifested through the garden setting and
the theatrical performa@es which took place within them. The festivitiesTbe Pleasures of the
Enchanted Isl@resented numerous plays by Moliere suchessFacheuandTartuffe.These
works demonstrated the power of the king while the werg festivities created a space in

which real and the desire for reality combined.
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CHAPTER |

INTRODUCTION

The seventeenth century marks the French Classicahdigee that began in
uncertainty but which later gave way to a prosperity which allowed for a flourishing of
the ars. Paintings and sculptures were commonly commissioned for the wealthy elite as a
way of touting privilege and authority. But true power was displayed through the
manipulation of both real and imaginary spaces as the art of formal gardens and theater
testfied to the ultimate majesty of the king. As the wealthy and noble constructed
palaces, residences and formal gardens, they left a literal mark of their power over nature.
As the trends and elements of formal gardens aligned with similar trends in French
theater, the power of the king was doubly manifested in the theatrical setting and garden
venue of commissioned performances.

Formal gardens were not original inventions of the French but were the
culmination of years of garden design and theory fromutjinout Europe. The French
formal garden of Vauke-Vicomte put the wealth of Nicolas Fouquet on display. His
garden architect, André Le Nétre, created a garden designed in a manner never before
seen. His combination of perspective techniques, elevatiadinegta, layout and
symmetry not only created the illusion of an expansive and never ending garden but did
so in a manner that made it intimate and personal. The characteristics that helped create

the beauty and power of the garden placed the designgositeon of control. He was



the organizer, the creator. Yet the power that emanated from designing such an influential
social and political environment elevated the owner more than anyone else to a higher
level.

Coinciding with the development of gardeesign was the expansion of French
theater. Yet another art form that gained popularity during the seventeenth century,
theaterdés history and growth are well docu
similar elements that were found in garden desegperiments with optical illusions,
power in presentation, and levels of hierarchy, which became prevalent in the
performance of plays and development of French theater. Stage designs began to
incorporate garden scenes, particularly in painted backerbjet were designed using
the garden perspective.

In the theater, not only were there similar elements but the line between the reality
of life and the illusion of the play became blurred. Gardens would often be used as
outdoor theaters, their perspeetiereating the perfect backdrop. Theaters were also
permanently built into the garden in order
designs on a regular basis. As the theater moved into the garden, the blurring of the two
arts was furthered by hierardleementsin particular the nobility and royalty taking part
in the theatrical spectacle as well as the privileged viewpoint. Elements of illusion seen
through the use of symmetry and perspective in the garden soon found their way into
theater plays. laddition the mockery of daily character types (hypocrites and devout
religious leaders) helped to further distort what was real, what was a mockery and what

was a combination of the two.



Research on the French formal gardens of the seventeenth centigryatdocus
on two ideas. The first idea centers on th
the owner 6s p o we r-le-Vicbrhteweg aondréctedsto display tha u x

wealth and power of Nicolas Fouquet. His attempts at creating a resatehgarden of

such grandeur were so successful that the
jealousy eventually | ed to Fouquetods i mpr.i
Versaill es which were desi gntadfirsttimeidi spl ay

Franceds history the king had the power to
based on his own terms. Elaborate visual elements such as the chateau, the gardens,
flowers and fountains all combined to create the outward appeaosédaa inner power.
The second way in which French formal gardens have been researched involves a
mathematical approach, in other words, a technical aspect of the design plan. The
planning and drafting of garden pléapsarticularly those at Valtixnvolved areful
mathematical ratios and strict attention to proportions to help create a specific appearance
within the garden.

Taking the ways in which the garden has already been looked at, my approach is
to present the ways in which French theater and fornmelega of the seventeenth
century developed along similar paths and ultimately show how their similarities were
used to manifest social and political power in seventeenth century France. Much of the
power behind the absolute ruler of the time, Louis XI\medrom important visual
materials. Artworks he commissioned, gardens he had designed, and performances which
he hosted all had the same purpose: to glorify and present the king as the most powerful

ruler.



When addressed separately research certainlysstit@wvays in which
absolutism was attained by Louis XIV. But when studied together, discovering the ways
in which the two art forms follow parallel paths and converge at certain moments, one
can witness the strength of a comparative approach. The congbémeeints found in the
garden and theater emanated the power Louis wanted. The king wanted to be viewed and
perceived as the absolute ruler of France. Gardens, theater, and particularly garden in the

theater created that image for him.



CHAPTER Il
THE GARDEN

French society during the seventeenth century produced numerous changes and
developments in the artSuring the second half of the century, garden design became a
key staging ground for the display and interplay of society an@®aring this time
garden architects took more control over the design, creating gardens that reflected strict,
formal layouts and reflected the hand of man in their construction. Their control over the
observero6s visual and sptirgughicanteolled wexvpomts,i e n c e
symmetrical walkways and the revealing of hidden features.

The gardens of Vaube-Vicomte by André_e N6tre were perhaps the epitome of
French formal garden design and their layout manifested the control the architect had
over the viewerods physical a nvere designaedanla e x p e
manner that gave the appearance of closepestheirtrue desigrconcealedyreat
spatial depth as well as gradual decreases in eleyafiten times unnoticed #tst
glance The creation of the gardens at Vaux was a method of displaying wealth and a way
in which the owner attempted to portray a sense of power in a time of instability. Though
many other formal gardens were constructed after its time, Vaux whssthie create a
garden space where power and social hierarchies could play themselves out. Such a
design would never again be replicated in such a unique manner. The illusion and beauty
created at Vaux not only worked to manipulate, shape and contymiibeptions of the

viewer but also combined to display power and idealize the formality of the garden.
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|. Early European Gardens

The radically new design of Vaux can only be appreciated and understood against
the background of historical French and Eusspgarden design. Early modern
European gardens traced their heritage back to the gardens of Classical Rome. Before the
fall of Rome, Romans had created formal gardens such as those of Lucullus, Nero and
Hadrian. Today, these ancient garden sites foormtpad of t he gar dens of
Villa Aldobrandini and Villa Barberint.With the end of the Roman Empire in 476 AD
much of the art of gardening was lost. Thankfully the formal structure of gardening was
able to survive during the Middle Ages pardue to monks and nuns who created small
gardens in their abbeys and monasteries. It is assumed by garden scholars that this
practical tradition was brought to France by Romans and thereafter preserved by these
various clergy in church living quarters.

With the emphasis upon ancient design and principles in the Renaissance,
architects of formal gardens turned their studies to the days of Ancient Rome. Italian
Renaissance gardens were able to manifest the rediscovery and development of linear
perspectivavith the use of geometric space and deéigigpical Italian Renaissance
gardens such as those of the Villa Medici
sloping terrain with the villa located at the summit in order to provide the best view over
the gardens as well as the countryside and cityscape beyond (Fig. 2). The gardens

themselves were created on terraces and carved into hillsidesign often required

EllenChur chi |l Sempl e, iAnci ent Gelggaphical ReviedOn ean Pl e a
No. 3 (July. 1929): 4389.

2Allen S.Weiss,Mirrors of Infinity: The French Formal Garden andlZentury Metaphysics.
(New York: Princeton Architectur&ress, 19953,



because of the Italian | andscape. These ¢
had been in the monasteries anayea bbieeyvgd U MG
the estaté.

Unlike medieval designs, the design of the Italian Renaissance garden was not
made to stand alone; instead it was created as an extension of the arehifeittenvilla.
Divided into compartments, the classic Renaissance garden was able to achieve its
function regardless of its design being large or sfria#lrly gardens were
characteristically small, private places for meditation. The Italian Renaissamsng
demonstrated mandés contr ol over nature by
Most Italian Renaissance gardens wagieed upon the unit of a square witagarden
divided into equal parts by paths which crossed in the middle of theesqins pattern
was often extended to create rectangles formed out of double or triple sspu@cesld
be extended as much as the designer desired. This resulted in grid patterns of squares
separated by paths. The Italians called these individual sqr@rgmrtimentithe French
would callthemcompartimentsandthe Englishcompartments. Each compartment was
usually surrounded by a wailstgh hedge or lattice fenseparating the area from the
outside and making it reclusivBy the sixteenth century,t al yé6s f or mal gard
dominant style in Europe, though many variations existed.

With enclosures similar to the Italian modehglishgardens of the late sixteenth
and early seventeenth centuries were designed with a square frame within wieich we

various aromatic plants and culinary herbs. Pathways were laid out with fine gravel. This

3Ibid.

4Christopher1\/|c|ntosh,Gardens of the Gods: Myth, Magic and Meaning in Horticulture.
(London: I.B. Tauris, 2005)/6.



design later evolved to contain hedges made from boxwood and, when clipped within a
foot or two of the ground, were more correctly knowmpaterres

Dutch gareéns in the late sixteenth century were similar to those found throughout
Europe: small and symmetrical in nature, designed on a rectangular pattern and separated
into small square or rectangular areRatterres de broderfecomprised many gardens
alongwt h f ountains, mazes and ornamental deco
before the creation of Vaux, the Dutch garden started using classical proportions and
order in its design. Though the overall area of the garden increased, it remaineddenclose
by canals, trees and small box hedyes.

Just as the Renaissance tradition developed from references and influences of the
classical past, so too did garden fashion develop due to the influence of gardens and
garden architecture from the classical A@arden design at this time was an object of
fashionable display but did not become popular in Italy until the fifteenth century when
the conscious use of gardens as a means of displaying rank became ¥avokedi
discusses how, unlike hair accessorigesses and jewelry, a garden was not portable
and was a symbol of greater status because it required others to cofrfectonial
gardens came to evoke the same idea as a formal occasion, one in which marks of social

status were apparent. The evidenblaénd resources required to maintainghgerres,

°A parterre with elaborate embroiddike design.

®Carla S. OldenburgeEbbers."Gids voor de Nederlandse Tuien LandschapsarchitectyUlhe
New Royal HorticulturaSociety dictionary of gardeningondon : Macmillan, 1992. Vol.3B816.

7Chandrd\/|ukerji,ﬁ Reading and Writi nmsandtheRkrendfarmalr e: Soci a
Ga r d €heaory@andSocietyl9, No. 6 (Dec. 1990556.

®bid.

®Ibid., 677.


http://library.wur.nl/speccol/tuingids.html

long canals, sculptures and fountains were ways in which the owner could demonstrate

his power and status.

Il. Development of the French Formal Garden

Franceds invasion of intradacédyhe Brench@otantyl es V
to a world of humanistic traditions but also to principles of gardening France had never
before seen. Impressed by the Neapolitan gardens of the exiled King Alfonso I, Charles
VIl was greatly influenced by the orderly mestieces that artists and craftsmen were
able to create with plants, flowers, and water. Upon leaving Naples in July of 1495, the
French army carried with them | arge quant.i
i n v a sffeacbupad France. The influencd the Italian tapestries, paintings and
sculptures used to decorate French chateaux and abbeys was to have an impact on
landscape art through the introduction of their different ideas and déSigns.

One of King Al fonsobs t enawhogreaed Gi ovann
Charles VIII wupon his entry, had written a
claimed, held different purposes for the prince than they did for the common man. For the
prince, a garden served as an area for walking as well hariquets and other princely
demands. Most i mportantly, the garden, Aal
but in the country, lest when he abandons the cares of the former he should seem to pass
from | i ght *Pontano alss tiaimdtimne garden of a prince should be

large, with grounds specifically set aside for pleasure. Arbors, summer houses, and fish

10KennethWoodbridge,Princer Gardens : The Origins and Development of the French Formal
Style(London: Thames and Hudson, c198%r.

Hyvilliam Howard Adams, TheFrench Garden, 150a.800.(New York : Braziller, 1979), 10.

2bid., 11.



ponds were to decorate the park, while streams and fountains as well as woods filled with
a variety of birds and animals should grdlce property. A beautiful vista from the palace
should look over the grounds, he wrote, and allow visitors to enjoy its splendor from
afar®®

When Charles VIII returned to France, he began constructing palaces and
gardens. Upon his death, his succedsoujs XII, continued the fervor, improving his
royal chateau at Blois and extending the gardens beyond the limitations of the castle
walls. This extension demonstrated the psychological freedom from physical restraints of
the past and the beginning of @btly more expansive gardéfThis new freedom,
however, still had significant limitations; though outside the castle walls, the garden area
was still constrained by a protective barrier wall (Fig. 3

Even with the influence of Italian gardens, thosEnance during the sixteenth
century remained conservative. Many grounds were constructed on larger scales and were
decorated with Italian embellishments such as fountains and sculptures, but despite these
embellishments and the occasional extension begasite walls, most gardens remained
enclosed and static. Gardens constructed in Italy normally extended far from the palace
into the countryside while French gardens in places such as Amboise and Blois were still
limited by walls and secluded space whichited the view and aesthetic impact of the
garden-

The influence the Italian style had on gardens in France is apparent, but the

French soon began to add their own techniquies.difference®etweentalian and

Bibid.
“Ibid., 13.
*Adams, 13.
10



French social conditiaandtopographymeant that the Italian garden needed to be
adapted and altered in its new settifige most obvious difference was tikaench
gardens were more flahd expansive allowing the viewer to see the entire gavtide
Italian gardens werkuilt amidst hills peventing it from being seen as a whate
addition, French gardens tended to strongly emphasize symmetry and order. These
specific layouts and strict geometrical outlines caused many contemporaries to claim that
the French style tyrannized or forced nettir

Despite the differences, Italian influence was manifested through numerous
Italian artists and humanists brought to the court of Francis | at Fontainebleau to aid in
the creation of art. In addition, new books on garden design and engravings o§garden
were circulating throughout Europe, further exposing French engineers and architects to
Italian styles. As the focus on visual aspects continued, groups of artists, architects,
sculptors, musicians and painters were commissioned to create extravagadepat
the residences of nobility. The 1610 musical dr#dtene which featured a young Louis
XIIl, had the stage adorned with grottos and jetting fountains specifically for the
occasior.’

Before LeNoGtre and Vauxe-Vicomte,royal gardens we created under the
watchful eyes of the gardeners of the Mollet family, particularly Jacques (father), Claude
(son) and Andr® (grandson). Jacgques was ro
was designed in the Italian formal style. It was here that Clagddved his

apprenticeship in gardening which would influence his writings in his treatise entitled

®Weiss, 15.

Ybid., 64
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Théatre des plans et jardinagEhis treatise changetie garden world with its reflections

of ancient traditions and skiless well aghe personal gardeng experiences of Claude

himself!®In it he included entire garden plans which demonstrated the ideas of
proportion within the formal garden. Cl aud
Christina of Sweden and to three French kings, and also wrotehislastrated folio on

gardening. His death came at about the time that André Le Nétre was becoming well

known.

Writings by the Mollet family as well as other known garden architects such as
Charles Estienne, Oliver de Serres and Jacques Boyceauddtessed ideas behind the
practice of gardening and included various designs and styles of gardening. The geometry
of the garden was a central focus to most
symmetrical balance and proportion, the way in Wiiiower beds worked in harmony
with pathways and waterworks. It was through such a delicate balance that the beauty of
nature could be fully express&d.

French gardeners at the time leading up to the creation of Vaux were looking for a
way in which they ould improve upon the ideas of the ancients. Their desire was to
maintain the classical style through order and symmetry and build upon it in a way that
would express the economic successes of France while also displaying the cultural and
political desiresf the courf® Links to the classical past made certain that the design was

acceptable while a twist of modernity created something unique.

Bpid., 75.
Ybid., 661.

pid, 657,
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The populaBaroquearchitecturaktyle of the timéseen most often in Italyvas
characterized by curvilinear linendunconventionahrchitectural design3he French
Classical style, howevetended to highlight the Classical manner of the ancients mixed
with an ever subtle transitionirfigppm the nedievaltechnique. Formal architectural
elements of thi€lassicalstyle included strict symmetry and applied orders sagh
classical capitals and giant pilasters, seen istitueturaldesign of the Vauxhateau
These constituents of order and symmetry expanded to the gardens where the owner of a
chateawcould further he use of these elemenisshioningan even more expansive

portrayal of wealtandpower.

lll. Nicolas Fouquet and Louis XIV

It was between the birth of André Le Nétre in 1613 and his death in 1700 that
Franceds charact er i svelapmentqadmpreéstige.syetthavibeanti nt o
forms they took under Le N!trebés guidance
XIV developed from a long tradition. It was the result of a constantly evolving form
receiving contributions from gardenersjstd and architects alike. The new gardens
created during this time period required large sums of money which a monarchy and
|l i festyle such as Franceb6s ruler, Loui s XlI

Before Louisb6s years of absolbBougumetbeya
construction of the chateau and gardensaatx-le-Vicomte. Schooled among the
JesuitsFouquet becamanavocatat the Parlement of Paris ahdldvarious public
administrative positions. Buying his way into various ranks, he eventually became
superintendent of finances to Cardinal Mazarin, chief minister of France. His wealth

increased both with his new position as well as his marriage in 1651 to Marie de Castille.

13



Racking up 6f r éaazrinlpaddittle atbeptierrt@his idafigisdaipon
his deathbed, left all financial problems in the hands of his successoBadjgiaste
Colbert. With Mazarin dead, Fouquet expected to be made head of the government but
Louis XIV assumed control and madertainthat Fouquet was simply chief nister,
under the watclbf Colbert.It wasF o u q wcanstrGction of a grand chateau outside of
Paris thataught the attention of the kingho mantained a close watch.

With the completion of the chateau and gardens in 1661, by Foluguet, XIV
had heed and was aware of their magnificence. Certain that Fouquet had embezzled the
money the king wamtentuporhi s destructi on. Fouquet, una
and wanting to display his commissioned home and garden, hgséety &0 which the
Kingwas invtedHopi ng to i mpress the king with the
anticipation of maintaining a higher posit
certain that no expense was spared the evening of the party. On August 17, 1661 it is fai
to say that with the chateau and garden as his backdrop, Fouquet displayed himself as the
most powerful man in France. Weeks later, however, he was no onex{féneagance of
theeventmade the king jealou$he gardens displayed an order and powerdbght to
have been reflective of the king, not his financial ministaree weeks following the

event, Fouquet was arrested and chargedemthezzlemen

V. Vaux-le-Vicomte

The gardens at Vaux were the estateds ¢
symmetry, optical illusion and power. The magnificence of the gardens has been
attributed to the variety of perspectives created through the adherence to certain

characteristics. At Vawle Nétre created a garden whose characteristics followed the

14



guidelires of classical order, all while integrating the innovative ideas regarding
perspective ralentiand implementing optical theories to create a sense of flattened
perspective.

Viewed from thechateatthe gardengappear small and intimate, yet when
explored the viewer realizetheir true immensity aneéxperiences the power of teze
and design Power is evoked through the visual illusibimdden elements, gradual
elevation shifts unnoticed at first glance and much irawevell as their ability to present
privileged viewpointsThe varying lines of the gravel walkways help create grandeur,
strict symmetry and order in the gardens. Wateotlgerphysical element, adds prestige
and a sense @xpansiveneswith its ability to reflect its surroundings. Otrenaller and
moresubtledesignelementsuch as sculpturdgelp round out th&argerelements,
resuling in feelings of pretige and poweillusion and beautyf he gar dends or ga
of space, perspectives of far and near, as well as its symmetymal &e elements
which help demonstrate mandés control over
privileged viewpoint and his ability to govern and decide upon the laws of beauty.

Part of the grandeur of the gardens at Vaux is their ability to cordtote: to
take what was once wild and free and place it within the bonds of a planned ttesign
alter the landscape in such a way as to create the illusion of far and near and to evoke
beauty through controlled design. Natural elements are found thnatuiileogardens:
water, flowers, trees and rocks. Add to these natural elements a human touch: groves that
are sculpted, canals which flow through a major portion and sculptures which are cut

from stone; the ensemble combines the natural and manmade. yirewldch these

15



elements are placed, the designs they form and the viewpoints they create demonstrate
humanityds attempts to decipher beauty in

The gardensodo el ements were harmoniously
complement one another. Oarawas secur@for groves, which were seen as more
personabnd intimate tha grand perspectivéan area for quiet contemplatiohhe
flower gardes consisted of numerousnds of plants, herbs, flowers, and bushes
arranged ito sectionghroughouthe parterres and rose in arches and cabinets according
to the ideas of the master of ttigdteaf*Man6s preference for beau
over practicality and no expense was spared.

Water in a contained state, such as a poglond, could acs a mirror, both
reflecting and distorting the images surroundirfg he presence of water elements was
al so the ultimate expression of Le N'treos
By forcing water to go where it did hoaturally belong, Le Notre was able to take a
liquid that is notoriously difficult to manipulate and shape it in the manner necessary to
fulfill the gArdeno6és design plan.

In areas that had an absence of various flowering shrubs, effects with water were
particularly important and every effort was expended to make them as varied and unusual
aspossible Cl i maxes in the gardenéd6s design were
of many smaller elementat Vaux, oneof theclimaxes was a series of cascalbested
on the bank which supported the lastace facing the canal (Fig.. #he waters tumbled

from masks and shells, set in a long wall built of colored stones, into a pool separated

% Mariage Thierry,The World ofAndréLe Nétre,trans. Graham LarkitPhiladelphia:Uniersity
of Pennsylvanid@ress, 1990), 49.

2bid., 56

16



from the canal by a broad, graveled terrace. Since the bank wasiblat from the
house, the cascades could not be seen until one reacheg¢hémeir tumbling and
splashing resounded throughout the gardens, constituting a gcagls@@ndo as one
approached. Another smaller element contributing to a larger civaaa small round
area of thecanalaffectionately called.a Pc8le. The canal itself waactually the river
Anqueuil, straightened odiby man)and made to flow between banks of marble for half a
mile inside the park.a Poéle(meaning the frying pan) wassmall circular area where
the river entered the canal area (Fig. 5). Instead of simply allowing the water to enter
directly from the river, this small round@oéleacted as a collecting area to the canal.

Sculptures were placed throughout the gardenjdargest and most impressive
were roughsurfaced and placed at the far of the garden in the grotto. Hereseubrted
gods of mythologkfigures known to royalty and nobilitpther sculptures found
throughout the garden were thosdPah, Faunus, Herad Pomona, Minerva, Bacchus,
Ceres, and Flora. Abf these figuresvere associated with gardens, horticulture or
fertility in Classical timeyet beyond their mythological representation, their presence in
the garden was usually one of symbolic powerambhéo contribute to the evocation of
mandés wealth and control

The visual <c¢creation of Vauxds great dep
strict rules of geometry and mathematics. Power was exemplified in its elements only by
the exact following of ries. Gardens had previously been a place of quiet rigitaaes
of meditation. Their beautiful and simple plans had kept them restrained within the walls

of chateaux and villas; the seventeenth century French garden, however, transformed the
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garden into gublic exhibition of status and power regulated by a close adherence to

standards and guidelines.

V. The Garden Illusion: Organization of Space

The gardens at Vaux were constructed somewhere between 1653 and 1656.
Surrounding towns were demolished]hivere leveled, streams and rivers were re
routed, and trees were planted. With nearly 18,000 workers constructing the gardens and
chateau, the creation of Vaux was an enormous task and nothing was’$paced.a y o s
viewer seeing the manicured designotMa mi ght find it di fficuli
original forested state.

Beginning at the terrace at the south end of the chateau, a strong vertical axis is
presented down the center of the garden (Fig. 6). Divided into three sections, and
working fromthe inside out, the first section consists of long horizontal parterres on
either side of the main axis followed by another walking path. Originally two circular
fountains were located at the northern head of the parterres but these were not included in
the restoration. East of the central parterres is the area known as the Parterre of the
Couronnewhich contains two smafjrassyparterres each with a small circular fountain
(Fig. 7). Directly east of these gragsrterresis a larger oval shaped fountakurther to
the east is what is known as the i | | er sndab eascade (Fig. 8 & 9). The original
design of the small cascade had eleven jet fountains coming out of a narrow rectangular
fountain at the top of the steps. Unfortunately the cascade wegdd and has
deteriorated due to years of neglect and no longer has the fountain feature. To the west of

the central parterres is a flower parterre which at different times contains a variety of

%FHamilton HazlehursGardens of lllusion: The Genius of André Le Nog¢iashuville:
Vanderbilt University Press, 1980), 17.
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flowers while at other times is simply grass (Fig. 10 & The end of the first section is
completed with anediumsized circular pond with fountain.

The second section continues the strong vertical walkway which acts as a divider
between the two main areas. Both sides are identical and are presently flatked by
long but narrow grass strips with large stone flower pots evenly interspersed throughout.
Le N!'treds or iagliin@din phiseotthy marrdwdadn bads. At
regular intervals thalléewould expand into small square areas with a foarj&iin the
middle (Fig. 12). Directly on either side of what was onceatlé&= are long, rectangular
grass areas with large oval shaped fountains. The end of the first section is completed
with a large rectangular pond.

The third and final section dfie formal garden is the canal area. What was once
an impressive and spectacular water cascade located just south and below the rectangular
pond is today much smaller and very simple. The grand cascade originally contained
twenty individual cascades, septd by pillars, with grotesque masks from which water
spilled into shell shaped basins and twermitye jets of water (Figs. 4 & 13jToday the
fountain only retains two of the original basins and twemtg small fountains on the
terrace level. Directlacross from the cascade is a grotto containing seven niches each
separated by a teira small column upon which is perched a-gj&d figure from the
torso up. Two river gods depicted in stone are situated within a small cave which flanks
the sides of thergtto (Fig. 14). The grotto and canal are separated by a large canal which
runs horizontal to the gardends vertical

from view, not apparent until one is only a few hundred feet from it. The original plan

25MichaeIBrix, The Baroque Landscapendre Le Notre & Vaux le Vicomtgans.Steven
Lindbreg(New York: Rizzoli, 2004), 180.
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had the garden extending much deeper into the forest. Where the Hercules statue stands
today (a modern addition) the garden was to continue southward, nearly the same
distance it had already covered from the chateau. At Vaux, Le Notre was able to create a
garden which incorporated optical illusion, symmetry, and order, all done through its use
of design elements. Though the garden was in nature and consisted of natural elements,

its structure implied mandés control over n

V1. The lllusion of Depth and Privileged Viewpoints

Le N!treds design is one in which el eme
icontinuous al ter nat? Theviewdne ltas athenggrdeais d r ev e
dominated by its planar composition, a central and key element whichiméhes
creation of the gardends spati al il lusions
Le Noétre was able to conceive of a plan which would allow the viewer to view the entire
garden from the single vantage point of the terrace. To do so Heyelifferent
gardening techniques creating an illusionistic view.

Using a technique known aerspectiveralentit e Nt reds design f
a perspective familiar to painting and incorporated it into garden design in a striking and
influential maner.2” Though the idea gferspective ralentievas developed b&ndré
Mollet in his treatisé.e Jardin de Plaisirjit wasAndréLe Notrewhoturned it into a
popularandfashionablestyle. This new style of perspectivpdrspective ralent)ds
marked byan increase in the size of garden elements the further away they are located

from the chateau. The further away an object was from the terrace or privileged

2Ibid., 44.

2Ibid., 86-7.
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viewpoint, the larger it was in an attempt to alter traditional perspective and make the

garden appar smaller than it was in realifi/he process was used in France beginning in

the 1630s but was fully realized bg Notred s desi gns at Vaux, furt|
ideas of beauty necessary for a for mal gar

The altered perspectitee Notredesigned applied techniques familiar amongst
painkers to garden architecture. In doing this,N6tred s desi gn seemed to |
closer to the viewerhich created a feeling of intimacy. Yadeeper discovgiof the
garden revealed the opposite. Instead of a small garden laid out directly in front of the
viewer, there was a large, elevated garden, which revealed elements not seen at first
glance. This designvhich gave the appearance of one thing but redemi@thergave
power and control to the creator aaldo reflected similarly upote owner.

An example operspective relanties seen through the design of the lawn parterre
situated along the south terrace near the canal. Its design is three tiarge as the
embroidery parterres |l ocated directly in f
terrace they appear to be comparable in size (Fig. 15). A similar design is manifest in the
gardends four p o oWhenviewedfroméehbeawthegrquang ofer r e .
the poolsdemonstratea common proportion in parts and measurement between all four.

The illusion thamakes it appear asttie pools are similar in size was created by

Acal cul ating exactly the diddsijnengtbemcsetsat a mon g
the effect of prspective would be deceleratetieed, eliminated completet?® In

addition, thesurface of the square pool at the end is eight times the size of the round pool

that is closest to thehateau while the terms at thetjo are three times as large as the

2bid., 86.
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sculptures closest to tlatealt® This way of designing almost completely eliminates
perspective and a feeling of distance, rendering the garden much smaller visually than it
is in reality.

In addition to the varicaiperspectives, the chateau is a constant sight throughout
the garden, a symbol representing power and presence. Beginning at the entrance of the
grounds the chateau commands attention. A balustrade bridge reveals a hidden moat
while a large courtyard gresethe visitor and presents the chatéag. 16) The
appearance of thehateawcan be seen dually throughout the garddreschateaitself
viewed directly and the chatesiewed as a reflection (Fig. 7). From the large pool
located on the lawn partertbechateab s r ef |l ecti on i s seen in t
more than a carte of a mile away. This is an examplearfe of the firsimiroirsd 0 eira u
the history of gardening and one of Nétred majorinventions and contributions to the

art of gadening. The illusion was created by following the lavopfics:i é f or t he

vi ewer, the objectds angle of incidence ha
mirror*®i mage. o
Le N!'treds application of angdge#o of i nc

and square pool on the southern end of the gatdeould appear that the grotto lies
directly behind the podFigs. 17 & 1§. Yet interestingly enough, its reflection is not
shown in the waters. In reality the grotto is hundreds of feet awaythe reflecting
pool and does not correspond with the angle of reflectionissfita lower elevation

(Fig. 19. From the chéateau, and even when the viewer is at the end of the second section,

“Ibid.

%%bid., 96.
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the grotto appears to be directly behind the rectangaol@r(pig. 20) yet hundreds of
feet, a cascade amdarge canal separate thetwoet anot her exampl e of
power to control the visual experience of the viewer
At other times, Le Notre uses perspective to Inioiable features of the gardens.
The most well known surprise element at Vaux is the Grand Canal which can only be
seen once the viewer actually arrives at the feallre canal runs perpendicular to the
palace at the end furthest from dteéteauFrom the terrace the canal remains unseen
because of the rule of optics which has it set below the viewing plane. Since the viewing
plane is situated around 50 meters above sea level, the sight line follows a diagonal drop
of 15 meters down to the grotto. The terracing of the garden prevecendewnhich is
25 meters below the viewing plane, from being seen. Not until the viewer is a few
hundred feet from the canal does it come into view (Fig. 19).
Vauxle-Vi comt e exemplified the French f or ms
garden should be se@s an entire unit. The Italian gardens only a century heforead
out over hilltops and valleyslid not allow for a holistic view. The French garden needed
to be viewed as a whole in order to appreciate its beauty and recognize the power which
governedts designThe emphasis on perspective at Vaux was perhaps best demonstrated
by the existence of a privileged viewpoint.
The privileged viewpoint at Vaux was from the south terrace of the chateau in
which the parterres, featuring sculptural display @ochinated by elaborate fountains,

cascades and grottos could be viewed in their entltdtys from this terrace that

31George B. Tobeyr., A History of Landscape Architecture: The Relationship of People to
Environmet, (New York: American ElseviePublising Company, Inc. 1973113
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historians have argued the formal gardens of Vaux were meant to b8 $herchateau
served as a figural representation from whichrdéinded proportions and positions were
carefully calculated, creating a powerful central position from which everything was
visible, and which in turn was visible from all parts of the garden, omnipresent and all
seeing.

The idea of a privileged viewpdi need not take away from the splendor and
magnificence of the grounds seen from various vantage points within the garden itself
though. From the many acres of designed landscape the garden can be seen from a variety
of viewpoints, each unique in its owight. The perspective is cleartefined bythe eye
of the viewer but can also lr#fluencedby the archite@ s  d. &lee vigitor to Vaux
would be encouraged to experience the gardens from a wide variety of perspHctives.
the viewer were to privilegene particular vievexclusively the garden aesthetic would
be hinderedExploring he numerous viewpoints uncoveitbé complexity of the
gardens antvasanother way inwhich e Nt r eds caref ulAsi |l Il usi ol
Wi ess has st amnyesohgle visutl@regentation of lareobject oascene would

equally be to | imif oneds grasp of the wor

VII. Lines of Symmetry and Order

It is key to @knowledgethe significance operspectiveparticularly in the layout
and design of VauxX.aterdesigrs of Le Nétredid not contain, as strictly, this same
adherence to perspectjand thus the flattened perspective created at Vaux was never

again replicated in fullThe gardens of Vaube-Vicomteare inclined tampose a

#Mukeriji, 65960.

3Weiss, 34.
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particular promenade upon thosbaenjoy it. Its straight lines guide the viewer
throughout its numerous routes. In addition, the vanishing point disappears at the horizon,
giving the impression that the gardens contoue f or i nfinity. This
creates an environment wehihas control upon its subjects because of its ability to
govern whathe viewersaw

In his design of the garden, Le NGtre kept in mind that the building structure was
to be the main actor on the garden stage. Constructed in its yellow limestonej¢he cha
is raised upon a base and symmetrically placed in its surroundings so that it lies
uncluttered among the pathways, trees, canals and parterres. Yet its unity within the
garden is easy to see and feel. No matter where one visits throughout the gledens,
chéateau is nearly always visible, reflected in pools or peering through a grove of trees
(Figs. 21 & 22)lt is never lost amongst the trees, bushes, flowers, sculptures or
fountains; its power and influeneeealways visible** The radiating singlexas that are
vertical, horizontal and diagonal all direct the eye back towards the chateau.

Adhering to theClassical desigrthe gardens are laid auatclearly ordered axes
The main axis begins at a treacircled round point and continues through theogu n d 6 s
entrance andhateauy continuing across the gardens, and eventually concluding at a
wooded area a great distance from the buildir@ff of this main axis are a variety of
axes, each different widths and lengths, running in parallel, perpendacalaiagonal
directions from the main axis. The various directions of the axes might seem to cause

chaos and confusion but do quite the opposite. Their strict diagonal, vertical and

3bid., 47.

Hazlehurst19.
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horizontal lines add order and clarity by their straight form and stcagpéagement. Their
various directions create intrigue by providing a wide variety ofsdcelbe covered and
explored. The numerous axes that lead off the main axis create an area that is meant to be
explored, thus creating a garden that appsaalerthan it truly is
Vauxos | mpr essi v designaundergirged byerdes thathejpton i t s
create and regulate the view that appears before thefay@ber scholar notes that a
spectator viewing the work of lg¢étreat Vau x wo wdtldhéihaldlal at on
complete grasp of the design; he experience[d] an overwhelming sense of order, of
bal ance, of apparent symmetr y?¥Soamdealyweikove a
his layouts that nearly every viewer would feel impressed by its feattisésicture and
balance unaware of the principles that governed the creation
The organization of thegardena s t he i de al exampl e of me
it demonstrated mands ability to control n
Madekine de Scudééy a friend of Fouquet and attendee of the fateful @arhoted that
at Vaux Athe i magination cannot conceive a
magnificent; Nature, as omnipotent as she is, cannot produce anything so beautiful; and
art, which often prides itself on imitating her, of surpassing her sometimes, and
embellishing her always, could never create anything this marvelous. Thus one can say
that what one sees here is a mdsterpiece o
The constituents ajrder and symmetry also created an expansive depiction of

wealth and prestige, two elements which royalty and nobility of the time were attempting

*Ibid., 30,

¥"Brix, 60.
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to portray. The complete composition, with its central viewpoint, formed a design
intended for show, displagnd delight for all visitor8® The symmetry and order created
strict promenadsg at Vaux to be adhered to by visitoFeese structured promenades
served as ways to make nobility known to others visiting the grounds and were also a
way to show off beautifily adorned robes and gowns. Similar to the hierarchal society of
France at the time, the garden too had its own hierarchyj; its terracesoneealedn
such away that the differences in elevation seslamall andgradual (Fig. 23). Most of
the stepst& very low while others are hidden with clipped hedges. The various levels of
the garden are highly complex yet are presented in a manner which demonstrates ease
and beauty.

As Mukerji argues, gardens formed part of the material culture of France and
were used to ascribe affluence and power to the patron. Most importantly, gardens were
designed so that each aspect was carefully planned and carried out in order to attribute
the overall display of wealth and tperosper:i
exercise of power over natureé and of inte
organi z€d whole. o

LeN*trebs ability to plan and create a g
yet manifested such beauty illustrates his control in creating aiciatts#rtistic space in
which social and political power was symbolically represented. His choice of privileged
viewpoint from the terrace of the chateau found political and social similarities in the

privileged viewpoint of the king. What Louis saw thaiteful night at Vaux represented

#Tobey, 113.

FMukerji, 653.
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such high forms of power and idealism that, because it did not glorify him, it was
unacceptable. Everything that made the garden what itogastiful, spectacular, and
grandc hal |l enged the kingb6s authority.

In the gardensf Vaux, Louisrecognizedhe perfect vehicleof power and
absolutism yet, it did not belong to him. That night the kewgjized that the eminence of
power which the gardens manifested needed to reflect his supramaatyhe decided
was right for Francevould need to become law and all would look to hinthasuler of
Francethegoverning bodythehead of state. What he felt was beautiful would become
such, and his preferences in fashion and taste would become the fashion and taste of all
of Franceedst as the gardené6s design principles
Louis establish standards by which all of France could distinguish that which was

beautiful and acceptablehile at the same timestablishing his reign of absolutism.
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CHAPTER Il
THE THEATER

The structure and elements that helped to create Wat also reflected in the
establishment of French theater. Similar
social and political space, French seventeenth petitaater was characterized by strict
rules, wealthy patrons, and optical effects which mirrored the aesthetics of French formal
gardens. The increased interest in theater required need for regulation in order for man to
maintain control over its growtmd splendor.

Elements of the theater followed similar developmental lines of the formal
garden. The transitioning of performancegmx de paumgennis courts) to actual
theater buildings brought with it privileged viewpoirdascentral location suitefdr only
the wealthiest and noblest of spectators, a focus on perspective and allowed for the
incorporation of new elements such as lighting and stage design. Combined, these new
aspects took the acceptance of the theater to a level that produced ptysmatie
powerful social and political statements and which also helped create an environment in
which audience members could become convinced that what they were witnessing was
not a performance but reality: a theatrical illusion so spectacular and dogiync
realistic that the viewer did not question the elements that made it such. The creation of
rules and regulations focused on the ideagaitemblanceandbienséancedeas which

emphasized presenting realistic plays which were both fitting andIgnapgropriate.
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|. Early Theater Beginnings: A History

French theaterés early beginniimgs are f
attempt of the Catholic Church to teach through the medium of acting. But by the
beginning of the seventeenth centuryattee was no longer the exclusive domain of
morality plays: theater by that time was already largely secularized. The theater
underwent sweeping developments and changes which occurred over a relatively short
amount of time, ultimately making theater a \Waand prestigious art form. What started
as the tradition of performing medieval morality plays became the central focus of
society and helped to establish great playwrights and performances throughout Paris.
Throughout the seventeenth century, as theedasitioned from its religious
form to its more liberal and secular form it underwent several significant changes.
Increased popularity of the theater demanded the creation of more performance spaces,
evident in the construction of new Parisian theadfigh an increase in the number of
plays being performed an establishment grew which desired to regulate theater and form
standardized rules regarding the writing of playmeasurement more or less by which a
play could be judged.
The Humanist revivalfoancient Greek and Roman works made tragedies and
comedies the most prestigious theatrical genres. However, in such a religious
environment as seventeenth century France, the purpose of theater needed to be defined.
Ultimately the conclusion was thatthee r 6 s pur pose was to teach
religion. Good lessons and morals were to be introduced by the theater so that the

audience would find it pleasing and furthermore, accept the teachings. The French
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Academy acknowledged the extensive inflcef morals taught by the theater by
stating:
Bad examples are contagious, even on stage; fictional representations create only
too many actual crimes and there is great danger in entertaining the public with
pleasure that could produce one day publftesing.*’
According to seventeenitentury theorists, a perfect theatrical illusion needed to be
created on the stage so that the audience would be captivated by what they were seeing,
therefore making the play believable and more fully able to teacH proveiples. The
reality of the performanéenaking the audience believe that what they were witnessing
onstage was capable of happening in redl dderesponded to its ability to be
vraisemblablelmportant to understandingaisemblancevas recognizinghat the action
on stage needed to be presented in a manner that was acceptable and believable, even if it
were not necessarily true: the fApossi bl eo
idea ofbienséancé that a play should present what isifi¢ or morally appropriate
was of importance in creating a believable theatrical illusion.
The ideas ofrraisemblanc@ndbienséancevere furthered within the theater due
in part to people like Cardinal Richelieu, chief minister of France under LouisTXk
perpetuation of rules and standards within theater was a top priority for this influential
member of the clergy and government official. For the cardinal, theater became a way of
portraying power. Within the theater he recognized a powerful cuitahatle that, by
the conditions of its performance, coul d |
Richelieuds years of commissioning plays a

convey the power of France and the power of the patron.

“%Jean Chapelaiffhe Opinion of the French Academy Regarding the Tragicomedy L@ &38)
trans. Michael JCall, 2007.
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Il. Richelieu

Throughout his tenure as minister Cardinal Richelieu aimed to consolidate the
power of the king and reduce the influence of foreign parties. Focusing his efforts on
creating a stronger France, he passionately supported the artists of France by
commissioimg great paintings, sculptures and buildings, as well as supporting the
performance of ballets and theaters. The years between 1630 and 1640 were years in
which Richelieu used his high ranking position to influence the arts, and theater in
particular. Pd&e i ns wr i tes that Richelieubs interest
Apl easure in the pompous representations a
t he Pal ai*% snialthedter han beeestablished within his townhome in 1634
and laterspace within the Palais Cardinal was set aside for a much larger hall where
grand performances could be held while sim
and powef*?

Most critics in the seventeenth century and even today give credit to Cardinal

Richelieu for the newfound prestige which the theater enjoyed. Pierre Corneille stated,

1]

€ at present the theatre i s at such a hi
and in another statement gave eputatierdtodayl t o Rii
owe it &lAdecreedrony King Lodis Xl addressed concerns of the public

regarding actors who presented indecent ac

“LJames Breck PerkinRjchelieu and the Growth of French Pow@freeport, NY: Books for
Libraries Press, 1900), 303.

*AW. L. Wiley, TheEarly Public Theatre in FrancéWestport, 0: Greenwood Press
Publishersl960, 266.

“bid., 277.
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decree forbade the presentation of the kind of lowbrow, lewdnduth gave acting the
reputation of a sinful vocation. Loui sds a
present it as a respectable profession helped purify the profession of acting. Thus, within
the time period of R ancabceptablepwofession andfthegtera ct i n
suitable form of entertainmefit.

Increasing infirmities before his death kept Richelieu within the walls of the
palace with little outdoor exercise, allowing for his thoughts to turn towards
entertainment. His inteséin theater grew to the point that he thought to bring together
five authors to write plays, hoping that their collaborations would improve the quality of
French theater. These five authors became known as the Committee of Five. The
committee, consistingf Pierre Corneille, Jean de Rotrou, Francois le Métel de
Boi srobert, Claude de | 0Estoile and Guill a
writing one act of a play whose theme or main idea Richelieu had proposed and would
then examiné® This method irtially seemed efficient to Richelieu since within one
month an entire comedy could be finished. Yet disagreements among the authors and the
desire to produce independently, as well as their different styles of writings, led to the
eventual dissolution ohe Committee.

An engraving of the 1641 pldyirameiper f or med i n ®&bychel i eud
Jean de Sairigny (Fig 24) depicts King Louis Xlll seated center stage and flanked on
either side by the Cardinal and Anne of Austria. He is surrounded on thesdbgithe
audiencéa perfect visual depiction of the king in his privileged seat and which would

serve as a powerful piece of cultural propaganda throughout the seventeenth century.

“1bid., 279.
bid., 265
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Sitting directly in the center allowed audience members to see him argdtii®n of
approval or disapproval. Audience members were thus concerned not only with the
performance but were constantly aware of and concerned with the opinion of the
privileged spectator. His opinion of the play, manifested through his reactiond latbl
influence and govern the opinion of the viewer. A great amount of power rested in the
hands (and in the position) of the privileged viewer.

Diplomatic duties which the cardinal was responsible for often extended to
commissioning great works of ath particular, he was known to buy Italian sceneries
and theatrical machineries for his plays. The Cardinal enjoyed the visual illusions the
theater could create and spared no expense at creating some of the greatest creations of
the time period. His pig featured gardens, ornamented fountains, statues and grottos
along with painted backdrops depicting the oc®an.

Scholars applaud the actions Richelieu undertook to help advance the theater.

Richelieuds France was a Hhichhelpedstinulateghee at i n
creations of such great artworks. As noted
were the Cardinal s errors, there was an e

and dauntless courage, which impressed the workhtGvars were waged, great
schemes were unfolded, great ambitions were cherished; it was an era of unrest and high
resolve, in which an active d&dnhd an artist.i

Up until the 1630s the theater presented works which incorpoiatees and

double entendréglements which negatively impacted the way theater and actors were

4®perkins, 307.

“bid., 314.
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viewed. It was under the influence of Cardinal Richelieu that the theater shed these
elements and gained a greater degree of prestige than it had knownHisfareerest in
a group of young, fresh authors and his interest in the classical past helped bring about
great change and later acceptance of the theater. Though it was most often the signature
of Louis XIII which signed edicts concerning actors, actompanies and theatrical
halls, the king did not have nearly the interest in plays which Richelieu had, nor did he
particularly care about the visual productfBmn this sense Richelieu helped shape
theater by creating regulations for it to follow.

In order to create more appeal and present the play in a visually effective manner,
ornate theaters were built within his | odg
Church and the public, Richelieu already had his preferred group of actors: those of the

Théatre du Marais, choosing their company over their rivals in the Hétel de Bourgogne.

lll. Physical Space in the Theater

In addition to the changes in social acceptance during the seventeenth century,
plays in Paris saw great changes both in the physiakeup of the theater as well as in
the subscribed rules that were enforced by theater critics. The development of the
structure shows the importance placed upon the creation of the interior space, while the
rules of theater helped provideealisticard believable creation. During this time three

major theaters became the main structures where plays were put on weekly.

““Wiley, 263.
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At the beginning of the seventeenth century, the Hotel de Bourgogne was the only
building in all of Europe constructed specifically theater® Built in 1548, on the
grounds of a mansion by the same name, it was occupied for nearly eighty years by a
variety of acting companies. It was originally built for the performance of religious plays
but a ban on religious drama shortly after tbmpletion of the building rendered it
suitable only for renting to touring companr&snitially the actors were associated with
trade groups who regularly put on mystery plays, but such plays were later forbidden by
the Parisian Parlement who held a tigianopoly over theatrical performances in the
city. Before the start of the seventeenth century the tradesmen began renting out the Hotel
to more professional acting companies that would come from abroad, places such as Italy
and England. In renting outetHGtel to other companies, the tradesmen, in collaboration
with the Parisian Parlement, attempted to maintain a monopoly over theatrical
performances by taking legal action against those who performed in improvised theaters.
Not until 1629 was the royaldupe granted permission to routinely perform within its
walls.

The year 1634 brought about the second established theater company in Paris,
located along Rue Vieille du Temple ijea de paumavhich had been converted into a
theater for permanent ushe troupe was known as the Théatre du Marais and the

building in which they performed was long and narrow (120 feet by 39°fe&fjre in

“*Alvin Goldfarb and Edwin WilsonAnthology of Living TheateB ed., (McGraw Hill: New
York, 2008), 185.

*Ibid.

51JohnLough,Seventeenth Century French Drama: The Backgro(®@xfford: Oxford University
Press, 19795K9.
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1644 brought about the need for the theater to be rebuilt. Though originally a tennis
court, the new plans created updated stage and auditorium for the city of Paris.
Towards the middle of the seventeenth century the Théatre du Marais became well
known forpieces a machinégp | ays whi ch focused on pleasin
| arge s pect ¥TEhetheter was évenmalynabandoned in 1673 when, after
the death of Moliere, the Marais Company and Company of Moliére, were combined to
create just one troupe.
Pariso third theater, the Il lustre Th®O
Moliere as one othe founding members. Competition was difficult and the theater had a
hard time gaining ground against the H6tel de Bourgogne and Théatre du Marais. In
financial ruin, the Illustre Théatre was eventually dissolved. Moliere and a few members
of his troupe vandered the provinces with another company performing plays until their
return to Paris in 1658, after Moliere had gained leadership of the troupe. Having gained
popularity with Louis X1V, the company was allowed to establish itself at the Hotel de
PetitBourbon along with a troupe of Italian actors. They were there for only two years
when the Hbétel had to be torn down. Without a theater to perform in, all seemed lost. Yet
the demise of the Hotel de PeBiburbon brought about the opportunity for the conypan
to take over the theater within the Palais Royal. The Palais had been built by Richelieu
for himself and was called the Palais Cardinal, but upon its bequeathal to Louis XIII
became known as the Palais Royal. The acting company made the Palais tialir offi
home and most of Moli rebds plays from 1661

here.

%2bid., 9.
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From the 1626 on, Paris was the theatrical center of Europe. The desire of every
actor was to secure a job with an acting troupe in Paris. Rivalry betweérediters was
strong and often the idea for a play woul d
performing the piece before another.

The theater building to which the plggper would arrive was unlike the buildings
with which we are familiar today. & until 1689, when the Comédie Francaise began its
performances in the Palais Royal, did Paris secure its first efilpgeed theater. Until
this time, theaters were converjedx de paumehich were long and rectangular in
shape, creating difficultiei;g hearing what was being said and seeing what was occurring
on stage for the audience members.

Seating within the theater was often based upon the concept of privilege. The pit,
also known as the parterre, was an area where audience members werewaty tall
stand. This area, making up over half of the spectators, was reserved for men only and
often the area was rowdy and full of drunks. Capable of holding up to one thousand
people, the people in the parterre often interrupted the play by talkirniggyellieling
and whistling>® Around the three sides of the auditorium were boxes known as loges.
Lastly, behind the pit and below the boxes were rows of seats referred to as the
amphitheater. Tickets for sitting in the boxes were more expensive thanrililosgit
and the amphitheater often hosted wwello members of society. These seats had more
privileged viewpoints as the height and central location allowed for some of the best

views in the house.

*SWiley, 212.
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Though performances were regularly attended by nerreforms of Cardinal
Richelieu in the theater permitted the attendance of virtuous women, as beforehand they
were not allowed to be preseéfiDespite the changes in theater, the large presence of
men and the constant presence of swords, daggers anavetpons still made it an
often dangerous place for women and children until around 1625 when theater became
attended by noble members of society. The commotion caused in the pit, and the lack of
seating in the loges and galleries often made for poor wonsli but what was most
distracting was the presence of spectators on the stage. As theater became more
acceptable and more performances were put on, sitting on the stage accordingly took on
an elite and privileged association. Sitting onstage allowegdis®n to be seen by every
theatergoer, bringing status and reputation to that person. At first audience members
were only allowed on the stages of the most popular plays but this soon changed and
spectators were given permanent place on sfage.

Other éements of the theater, includifighting and the stage curtain, were
noticeable aspects that affected the way in which the performance was perceived.
Lighting within the theater was limited to candles and lamps. Such a basic form of
lighting made it difficult and nearly impossible to credktes strong lighting effects and
illusionsfound in modern theatefhough normally considered part of every theater,
stage curtains were nobnsistently used until the 16l0There is evidence that stage
curtains weren use early in the century for ballet performance in court. Yet the stage

curtain was used for different purposes ttlsewith which we are familiar today. Up

>bid., 207.

*Lough, 59.
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until the eighteenth century it was not used to separate time between acts or scenes but
wassimply raised at the beginning and lowered at the end of a performance. As well
stated by John Lough, Athere is no questio
considerable change took place in the stage setting offered to the audiences of the

periodo>®

Along with the advancement and changes of the physical elements of the theater,
devel opments took place in societyodos prefe
entertainments of the theater helped in its establishment and its progresdiessiémnal
actors and companies were on occasion invited to chateaux and palaces to perform in
small private performances. This helped give companies and actors more experience and
great advertising. For the nobility, private performances were more suitable o n e 6 s
home, free from the chaos, confusion and often dirty conditions of the public théaters.

French theater saw its greatest success at court during the time between Louis
X1'Vés rise to power in 1661 and pdiouss | ater
years. At its highest points, court performances were held in Paris and at Versailles. The
king and his court saw both older, previously performed plays as well as plays performed
for the first time. The audience members at court were undoubtedéyarstocratic than
those in the public theaters, much better behaved, and provided a different environment
in which actors could thrive.

The governmentds acceptance and support
viewing of as well as in the writingf plays. Playwrights began to create more works to

be performed in the Parisian theaters of the time. Before his days of great fame, Pierre

*bid., 64.
*\Wwiley, 239.
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Corneille was one playwright who benefited from the newfound acceptance of theater.
His playThe Theatrical lllusia( 16 36) i s of particular signi

fascination with theater and the theater s

V. The Theatrical Illusion

o
(%]

Corneill eds play demonstrates the era
theme of ilusion which is seen on four levels. First, most of the framing of the story
takes place within a mirrdike frame onstage. This mirror reflects the past of one of the
main characters and is a visual illusion of what actually happened. The difficulgy at th
time of portraying what had previously happened was solved by the inailcgamlike
way for the audience to be privy to the past. Second, the actors within the mirror who are
acting out the past are only ghosts of the past; they are not the realaisatsmnselves,
only portrayals of them and of the happenings which occurred and are in a certain way a
fantastical illusion. Third, the behavior of the characters themselves creates a pretentious
illusion because of their deceit and lies, secrets anifidations. Lastly, the illusory
gualities ofThe Theatrical lllusiorare brought about by the metatheatrics of the play. Its
play within a play within a play provides an onstage microcosm which draws attention to
the power of theater itself.

The action 6the performance involves the characters who in their turn are
playing roles and hiding their true character. The success and failure of these deceptions
encompasses the entire plot and determines whether the audience ultimately grasps the
theme of the @y. Opening with the story of a father who has lost contact with his son,
the play introduces a magician who has the ability to render the life of the son onto a

mirrored screen. The father, magician and audience follow what they believe to be the
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life of the prodigal. It is not until the end that everyone discovers that part of the
manifestation was simply plegcting. The two settings prevent the audience from being
able to firmly establish themselves in the play, constantly lost in the different ibusion
created on stage.

In theTheatrical lllusionPridamant is the father of Clindor and his concern for
his | ost son is apparent: Al cannot hide
have news of him; To go and find him, love will give megd. Where is he hiding?
Whither should | go? Even®®Mamagitiankytheoamé d o s
of Alcandre enters the scene revealing his power to show Pridamant events of the past
involving his son. Together, Pridamant and Alcandre drenaudience into events
taking place within a mirror set on the stagenirror which portrays the life of Clindor.

The actors embodying Clindor and other characters within the mirror are portrayed as
grayish ghosts in order to inform the audience that éneyot actually portraying

Clindor and other characters in real time, but are acting out what has already come to
pass.

As Pridamant is shown the life of his son on stage, the audience accompanies him
on the journey and becomes informed of the lifé @iandor is living: that of a go
between for his swashbuckler master, Matamore, a man in love with a woman by the
name of Isabelle. His job as-petween has introduced him to two women for whom he
has affections: Isabelle and her maidservant Lyse. hifessions of love to both women
are done secretly, reflecting a desire to keep hidden his feelings from each one. In return,

Isabelle herself plays her own sort of tricks upon a number of men who have feelings

**pierre CorneilleThe Theatrical lllusiontrans. John Cairncross (London: Penguin Books Ltd.,
1975)lines 110,117120, p. 207.
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towards her, feigning acceptance of theirifegd but truly having affection towards
Clindor.
Mat amore plays the part of heroic swash
ridiculous behavior is apparent from the beginning when he mentions the way in which
his thoughts and actions are influenced by hisbev ed. He further conti
terrify; at will, I charm. According to my humour, | inspire men with affright and women
wi t h d’&lat only is thére a tone of humor through his supposedly prideful self
imagéd which is entirely unconvinciidoutt he contr ast bet ween Adter
Aaffrighto and fidesireo creates a strong d
into the trickery that will be played out among the characters. Though not deceiving in a
harmful way, Clindor firmly spports his master in his delusional persona when he states,
AThere is no woman, how austere she be, Wh
thereby reinforcing Mat amor e 8hraughnhesed en c e
examples and others, Matim r e 6s true character becomes c
Clindor comes across as a character who plays to two different sides. In addition
to being a gebetween for Matamore, he has his own secret emotions and feelings. Soon
though, it is revealed that his romi@rfeelings are not focused on just one individual.
While he loves Isabelle, the audience soon becomes aware of his additional feelings
towards the maid Lyse. It is amongst these lovers, Matamore, Lyse and Isabelle, that

Clindor shows his true tendencies.

Ibid., 2.2257-60

%%bid., 2.2.2556
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As gobetween for Matamore, Clindor is allowed to be present during
conversations involving Matamore and Isabelle, for as Isabelle so clearly yet falsely
states to Matamore, fiour discreet affectio
ClindorJtoba r t h e s e® Meghsrore das sny mhibitions regarding the
presence of Clindor during such private ti
misleading actions, Matamore leaves the room. Shortly thereafter Clindor says to
Isabelle, inregards oftbke par t ur e of Matamore, AThis fav
make good use of $§WnbeknownscthMatmdome, Clindor mafies a k . 0
romantic advances towards Isabelle each time his friend is gone. Yet upon his return, the
two young lovers act abough there are no relations between them and fool Matamore
into thinking that he is the one true love of Isabelle.

But soon after his first encounter with Isabelle, Clindor finds himself alone in a
room with Lyse. It takes little time for him to congdisis love for her, telling her of his
true affection and feelings,

There are not many faces such as yours.

| f you make conquests, therebds good rea

| never knew a more attractive girl,

Witty, nimble, adroit, a sense of fun,

A splendid figure ifot too plump, too thin),

A good complexion, features delicate,

Entrancing eyes, who would not fall for y&&i?

Surprised and taken aback by his affection

| s a b%®Tolthis Clindor reveals the different natured his | ove for each

%Ypid., 2.5.4312
%2pid., 2.6.4824

%bid., 3.5.77480
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you share all my store of love. | worship bgthur beauty andherw e a |°%Lyse i®

aghast as he reveals his true purpose in a
desire to marry her, Think you | really love meore than you?... to succeed, | seek
anothero6s hand. But, i1f | |l ook at you, | f
my he®rtéo

Not only do such forward words astound Lyse, they also anger her as she realizes
that his love for Isabelle is nos &rue as she had once thought. Her monologue displays
her frustration and understanding regarding the situation that has just passed,

The ingrate. Finally he looks at me;

He feigns to love me to amuse himself.

After ignoring me, he pays me court,

Butin a mood of sheer flirtatiousness,

And, openly admitting heds untrue,

Swears he adores, but will have none of me.

Woo right and left, villain, and share your heart.

Choose whom you want to marry or to court,

And let your interest govern your desires,

But dondt think ¥ither of us is deceive
Her choice of words, using Afeign, o6 Auntru
understand that she is not fooled by his trickery but knows his true intentions.

When Clindor | at er tons through, llensempuasbned. e b el | e
prison guard in charge of watching Clindor is also in love with Lyse. Following the

theme of trickery and incredulity, Lyse lends her new suitor a more willing ear in order to

make Isabelle happy by having Clindorreleas, fand, panders to his

%4bid., 3.5.782
%Ipid., 3.5.7824
%¥bid. 3.5.7878, 7957

%bid., 3.6.82332
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and | ips, pr et e ff@hinking bis passisnpsaetuchedtthe guard m. ©
promises anything to Lyse. Playing the role of scorned lover, she feigns feelings for her
ondwundd | ove uninthéesdame offCindoe.es t o hel p

Amongst the confusion of feelings, Isabelle at times seems to be the most
conniving of them all. Her sway of emotions between Matamore and Clindor is well
played out to both characters but her true love for Clirgtawn only in senes where
the two are alorigs no illusion. Adding to the complexity of the situation, there is a third
l over, Adraste. | sabell ebds pretended emot.i
true love for Clindor, reflect the artificial words and actidms ¢haracters use in an
attempt to catch one another in improper situations, a way to discover what is really true
and what is simply a trick.

Isabelle is sly and careful to not divulge her true feelings until the end. Feeling the
pressure from her fathés marry Adraste, she feigns emotion for Matamore telling him
at times to not Abe |l ong. The speed of you
me % But once he has left she immediately turns to Clindor and revealing her true
feelings adhamgasn dodre, mve two are |BHet al one:é
fatherdés objection to all suitors except A
thwart the young lovers. But eventually, with the help of the prison guard, Isabelle and

Clindor are reuited and Lyse and her prison guard fiancé flee into the countryside.

%8pid., 4.2.10724
%Ibid., 2.6.4756

bid., 2.6.482, 490
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Happily content the four leave behind the deception that had once been the focus
of their lives. However the play does not end here, nor does the illusion. Returning once

more to Alcande and Pridamant, Pridamant is told that the company, including his son,

rises to great fame; yet, in the words of
saved themselves, And, without boring you
heightoff or tPrei.ddamant 6s inability to see the p
soon see is the playwrightoés way of not di

out are like missing pieces of a puzzle that make it difficult to understanchtile.w
With that understanding the scene cuts to Isabelle and Lyse, both dressed in
elegant robes but a solemn feeling is felt in the air. Isabelle discloses to Lyse that Clindor,
now her husband, has been cheat f?@ligdor iAnot h
soon enters and the two recite long monologues and come to the conclusion that Clindor
must give up his affairs in order to save his marriage. The decision however is too late
and he is killed by his spurned | overos gu
Believing that what & has witnessed is real, Pridamant, though upset, is
comforted to know that his son did not die in poverty but was killed because of his
prosperity. Alcandre, aware that Pridamant has believed what he witnesstdjen
divulges the truth and a curtainresed showing the four characters seated around a
table. fiThese are members of an actorso tr

partsé Your son and foll owers managed to f

bid., 4.10.132%

"bid., 5.2.1358
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compelling them, Decided on the stage aa  c’aMore apset by the news that his
son is an actor than he was by his sonbé6s d
| thought his death was real; it was but feigned;
Yet | find everywhere grounds for lament.
Is this the glory, this the honouredka
To which good fortune was to help him riée?
Pridamant s reaction is understood on the
career of an actor, until the time of Richelieu was one which was sinful and did not allow
for sal vat i ocsuring dpensendieacts thesnewfoeral acceptance the
theater was receiving at this point and could even be the words of Richelieu himself:
Cease to lament at it. The theater
Is at so high a point, all worship it;

And what your age regarded with contémp
Is now the darling of all men of taste,

The talk of Paris, and the provinceds
Desire, the sweet diversion of our kings,
The peoplebs joy, the pleasure of the g

The rarest minds to this devote their nights,

And all of those on whom Apollo smiles

Devote to it some of their learned works.

The way in whichrhe Theatrical lllusionourneys through various aspects of
theatrical entertainment demonstrates the
incorporation of theater on so many different levelp$io incorporate the idea that

theater could be a powerful form of entertainment and that the job of an actor could be

viewed as respectable. The exploration of the various levels of theater kept the audience

Ibid., 5.5.16178, 16258
bid., 5.5.16414

lbid., 5.5.164551, 16624
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captivated, while the acceptable and appedprnature helped French theater move from

its unacceptable beginnings to its full acceptance.

V. Rules of the Theater

The Theatricalllusion is one example of the blurred line between reality and
fiction that is the hallmark of theater. It did so, hoes in a way that demanded a hefty
suspension of disbelief on the part of the audience, using the figure of a magician to
comment on the fAmagico of the play. Short
playwrights and critics would elaborate a setubés to ensure that good plays would
include nothing to provoke an audiencedos d
the time of the production dfhe Theatrical Illusiorthe rules were not aptly enforced,
yet the argument in favor of strict ctsal rules was beginning to make headwiangtas
the physical aspect of the theater developed during the seventeenth century, so too were
compositional rules developed which specified how a play was to be presented. An
interpretation of the three classi¢ u ni t i e sPoatidsbedame ttse tmodel toe 6 s
follow and carried great weight amongst critics.

Theses rulésncorporated into the French thedtiecused on unities of time,
place and action. The play should not attempt to cover more than fieentyours while
the place needed to represent one single place of ground. Unity of action involved
making sure that every action supported the main action and helped the plot to progress.
The importance ofraisemblanceandbienséancavas also to be strigtladhered to. The
Academy also importantly emphasized that the stage needed to create a perfect theatrical
illusion, meaning that nothing onstage should shock the viewer into thinking that what

they were viewing was not, in fact, reality. In orderto absort he pl ay 6s mor al
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(dictated bybienséanck the audience needed to be completely captivated, forgetting as
much as possible that what they were witnessing was fictional.

The clash amongst critics and playwrights that precipitated theategubf
theater is referred to today as the AQuarrtr
by Pierre Corneillel.e Cid(1637), which was the biggest success French theater had
seen. The play contained great poetry, characters and an intriguinigupldespite its
popularity with the public, critics and contemporaries of Corneille disapproved. Critics
claimed that Corneillebds tactics in creat:.i
and that his rejection of the three rules of the Ancieistsedited his writings.

The problems with the play were manifold. One well known critic, Georges de
Scudéry, claimed the text was nearly a direct translation from Spanish. The principal
action, he continued, must remain unified anterCiditdidnot.l nst ead t he pl a\
action oscillated between Castille and a p
would have been impossible to fit within a tweifityir hour time period, while the king
was disobeyed in a manner in whichno kinginreaMifeul d be di sobeyed.
decision to stray from the ancient past and what some saw as his disrespect for the
camaraderie that existed between writers of his time further heightened the disagreement
amongst Corneille and his critics.

Perhaps the ost obvious issue with the play was its blatant disregard of
vraisemblancendbienséancen Le Cidtwo of themain characters, Ximena and Don
Rodrigo, are in love and desire to marry. Yet the marriage is jeopardized when Don
Rodrigo kills Eveehaéabkl yabDber Rodrigo o6rede

Xi menabés father by fighting the Moors and
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earlier standards, it is trueréi), according to historical record, that this happened. Yet it
is not exactly believale (vraisemblable}hat Ximena would want to marry Don Rodrigo
nor is it fitting or morally appropriate that Don Rodrigo be so quickly forgiven and
allowed to marry the daughter tbfe man he murdered.
The Quarrel grew to such heights that Cardinal Riebddecame involved and
practically forced the newdgreated French Academy, of which he was the patron, to
take sides and solve the dilemma. Though Jean Chapelain and the Academy did not want
to become involved, they haseoverioakeadl e choi ce
popularity and public opinion stating:
éa play is good when it produces a reas
painting we do not consider that concerts or paintings are good, even if they
please the commoners, if the precepts cdelerts have not been well observed
and if the experts who are the true judges do not confirm by their approbation that
of the multitude. Even so, we will not say, based on the word of the public, that a
work of poetry is good because it has pleasedgiftiholars are not also satisfied
with it.”
Popularity of the spectacle was not enough for critics. The opinion and decision of the
Academy put the issues of the quarrel to an end by its condemnatierCadand the
Academy ultimately lent its suppod the rules and standards which later plays would
follow.
An influenti al | ater advocate of the ru
Having given up the study of law to further his career in the Church, he was assigned to
be a t ut or nephew. Rwas threulgh tlesic@nsection that the two met and

eventually the Cardinal commissioned him to write about the theater. Though only

published in 1657,a Pratique du théatréThe Whole Art of th8tage wascomposed

®Chapelain
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during the era of Cardinal Rieheuand discussed the relevance of the three classical
rules according to how they related to French theater.

According to d6Aubignac, theater was th
to correct this view, great thought needed to be put irtpgoirepresentation. The
overarching goal of French theater was to
An c i €'fa do this, the illusion created by the theater needed to be both believable
and agreeable. More than just creating a popular vptadgwrights needed to understand
the reasoning behind what made a play such:

We shall feel so much the more admiration and joy in the Representation of

Theatral Diversions, if by the knowledge of the Rules of Art we are able to

penetrate all the Beautie§them, and to consider what Meditations, Pains, and

Study they have cost to be brought to that Perfecfion.

D6Aubignacés analysis of wunity of actio
main action that it followed, with no or few subplots. Condenwexk those who
attempted to make a play out of an entire story or the entire life of a hero instead of
choosing one primary part. Choosing one adventure of a hero or a specific time period of
a princessodos |ife to then stfavgrablg.sdikerat i n a p
painter who is confronted with numerous aspects of a story from which he could create a
painting, the playwright must pick one small part and make it into a larger Whinedo

this, the action of t heacglhimedthatane tfthb e cont i

greatest insults a playwright could receive would be to have an audience member ask if

"FrancoisHe d el i n, a b Bhe WHobe A df thegyStag@dew York: B. Blom, 1968),
13.

"®bid., 15.

"6 Aubignac, 81.
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the play were over when it was only the middle of the flahe action thus must
always remain fluid, one scene easily transitioning to amoth

The idea behind unity of place is that a play should comprise one single physical
space and should not try to cover many areas at once, nor should the stage attempt to
represent more than one place. Since most plays written from 1640 on sougbwto fo
this rule, only one stage setting was required for most plays, eliminating the need for
changes. Pl ays that were written after the
The Misanthrop@andTartuffe,carefully adhered to having the locatidrtize play remain
the same, but plays written before the enforcement of such standards, in particular
Cor n elielCidamdTke Theatrical lllusiongdid not.

Key to the unity of actioryraisemblancevas an I mpor tant i ssue
undertook to eplain. Vraisemblances the knowledge that the action on stage needed to
be presented in a manner that was acceptable and believable, even if it were not
necessarily true. This does not imply purposeful deceit but recognition that certain
aspects of a sty need not be performed onstage if it helped contributeaisemblance
For doOoAubignac as wel |l as Aristotle, it wa
responsibility to render things pleasingly in a state of decency and probability. And it was
thehisbri andéds jJjob to describe events accordi n:
occurred: a factual representation. The poet was to stick to the truth, but if he did not,
then he must fAyieldo in a pleasing ignanner
understanding ofraisemblance d 6 Aubi gnac focused on encoul
create their works so that all actions within the ultimate performance would be probable.

Probability and decency needed to be observed at all times.

8pid., 90.
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In ordertorecognize he | mportance of wunity of pl ac
that it is important to understand that during the seventeenth century the stage was a
representation of fAthings; and yet we are
wereallyseehb ut we must think the thi fghus anhemsel \
image that was to remain the same onstage could not represent two different things: a
backdrop of a castle room could not later be used as a garden scene, even with the
inclusionofpl ants or fl owers to make it appear d
very ground that the play is supposed to represent should not change. The same idea also
applied to the place in which the theatrical action occurred: the location at the beginning
of the play needed to be the same place of action at the end of the play in an effort to
prevent confusion. Of this, dOAubignac sta

[Unity of place], well understood, makes us to know that the place cannot change

in the rest of the Play, since it canithange in the Representation, for one and

the same Image remaining in the same state, cannot represent two different things;

now it is highly improbable, that the same space, and the same floor, which

receive no change at all, should represent tworeifteplace$?
Unity of place also applied to where a character could or could not be. For example, a
nun who was not able to leave her place of residence unless under extreme emergency
should never be placed by the playwright in a residence or otheplo@atvhich she did
not belong. Following the rules that applied to unity of place madaigemblableand
allowed the audience to be drawn into the performance.

In accordance with unity of place, the rules regarding unity of time needed also to

be adlered to as closely as possible. This rule stated that the action of a play should take

8pid., 99.
8bid., 99-100.
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place over no more thantwerdtyour hour s. I n accordance wi't
divided theater into two types of time. The first was real time and covers thedime f
when the play begins to when it ends (i.e.-daygetic time). The second was the time
which the action represented (diagetic time). Difficulties arose when diagetic time and
nondi agetic time did not correl atequiradiwbh one
hours of real time, how would a longer period of action be presented in a play?
D6Aubignacdés solution to this problem was
of time with music between the 4dmwttd.edlsn ad
beliefs that the playwright should not allow the time of the action represented to be
longer than twelve hours.

The playwright needed to follow three simple rules regarding the unity of time in
order to make the theatrical illusion believables&ihe must be careful in the days
which he chooses to represent in his play.
to the catastrophe as possible, thereby di
between scenes. Third, the playwright musst, at his discretion, his ability to tinker with
time and bring together the incidents so that they occur in the same day. Certain actions
that perhaps occurred before the opening of the play would need to be portrayed as
happening that day. Such rulesne not haphazardly applied. Their relevance ensured
that the audience forgot completely that what they were watching was fiction. Instead, the
stage action needed to be taken for reality. Strict adherence to the rule and careful
planning with the spectato6 s i nt er pr et ati on at the forefr

reaction and create a magical space for performance.
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The combination of a great patron, ample production of plays, construction of
theaters, an emphasis on illusion, and focus on theatrlealeteated an art form which
was exact in its requirements and solid in its ability to help audiences lose themselves in
the performance. From its very beginnings, rules and regulation governed the increased
popularity and acceptability of the theater.d®menforced, rules helped theater become
more believable, allowing playwrights to then interject subtleties of everyday society
within the confines of lines and speeches. Unbeknownst to members of the audience, it
was the laws and rules which helped crélagetheater that allowed them to become so
enthralled in what they were viewing. As it became more acceptable and gained
popularity French theater quickly began reflecting social hierarchy through the privileged
viewpoints. Theater was an art form enjoyshll and its ability to eventually overcome

elements which prohibited it appearwgisemblableallowed it to be a mirror of society.
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CHAPTER IV

BLURRING THE LINE BETWEEN GARDEN AND THEATER

With France becoming the mgsdwerful nation in Europe during the 1600s it is
fair to argue that both the garden and the theater, as reflections of France, were symbols
of the social and political power in the French seventeenth century world. The theater and
the garden during the semteenth century were stages for social performance and
political statements. Nicholas Fouquet perhaps made his statement too strongly and his
gardens were confiscated and political and social careers ended. The king in his own right
took advantage of th@ower the two art forms elicited, using them to project the image of
an absolute ruler. Whether it was his contribution to a play, a statement within the play
reflecting his absolute power and ability to make everything right, or the inclusion of
members bthe court in performance, elements of the theater and garden combined to
create a space so believable that the image the king desired to portray became real.

The design of the French formal garden was one that reflected order and power.
Its elements allved for a natural theatrical application and it also became a theater,
staging political, artistic and social events. In one scenario at Versailles, those who were
guests were also actors who took part in a theatrical performance in thel gardery

thelines between what was fictive and what was ¥&alvo plays written by Moliére and

8Claire Goldstein Vaux and Versailles: The Appropriations, Erasures, and Accidents That Made
Modern France(Philadelphia: Univelisy of Pennsylvania Press, 2008}.
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performed at the wedkng féte in the spring of 1664 exhibit the similar elements

between theater and the garden. With the performances of plays in gardens, thetrules tha
governed their creations intermingled and furthered the outward expressions of power by
reducing the distance between reality and illusion.

The way in which the theater and the garden penetrated one another was marked
through social performances whichgla@ taking place within the garden. The idea of
theater performance was not | imited to an
and its display of perspective created a natural backdrop against which plays could be
performed. Similarly, acting wastlimited to acting companies. Members of the
nobility and even the king himself performed in theatrical events, acting onstage and off.
The laws governing the design of the garden created an environment in which its
elements and the elements of theaterl@d be combined to create a symbolic realityis
appearance of power and wealth helped progress the manifestation of a new and powerful
reality the king wanted to perpetuate.

Il n 1661 after the death of Cardanal Jul
face du t h @kanhge itdidcas laouisgeganthis personal rule, free from the
bonds of ministers who had governed for him in the past. Not coincidentally, the same
year brought the fall of Nicolas Fouquet, finance minister and owner of-Maux

Vicomte, which allowed the king to establish his reign of absolute power by being able to

control the nationodos finances and fMarked t
Loui s6s reign established Francaeatn@gs the ce
8%Weiss, 55
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sculpture, theater and garden design flourished and gained unprecedented attention

during the years of his sovereignty.

|. The Garden as Theater

Theaters and gardens were shaped by common traditions, particularly in their
manner of transforming@ments of the real world into works of &tBoth gained
popularityduring the Renaissance and increasegsteenduringthe Baroqueage.As
discussed in the previous two chaptdnsjrtbackgrounds weghaped byeligion and
incorporated religious belfs as well as influences of classical mythology and allegorical
stories. Even more importantly, both were impacted by the development of linear
perspective.

Linear perspective, revolutionized during Renaissance timagsa profound
effect upon the creiain of the gardefl® Renaissance gardens were orderly and precise in
their design. They appealed to thigina proportioneof Renaissance scholars and artists.
Thedivina proportionealso known as the golden ratiwas based upon the belief that
particularratios were more aesthetically pleasing than others. The proportions had similar
effects upon the design of the theater. The first perspective theater scatevelaped
in Italy, creating the illusion of space reality thadid nottruly exist. Italians naturally
experimented with the ideas of technique and space, their interest stemmimtviream
proportioneand their search for newer and more complex forms of persp&tiihis

branched over into garden design where the designers were able ¢allreianistic

8adams, 63
8 hid.

bid.
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views due to the freedom of creation granted thEmatises such as those by Serlio and
Boyceau discussed the studies of architecture, geometry, and perspective. These treatises
were widely published throughout Europe and were especigtiylar with designers in
France.

Though other inventions and techniques were used toiadal splendor to the
theatrical performances, it was more often the gasdeerspective which received the
most attentioi® The art of perspective, particularly emused in painting and the
theater, was most clearly portrayed through two principles, the first involving fixed point
perspective and the second concerning the unification of perspective.

The first principle involved finding a fixed point where the pergjve lines
would converge on a single point. For a painting, this principle was not largely difficult.
With a flat canvas, the artist would be able to decide upon a fixed point and have the lines
converge on it. For the theater designer, it was much difficult as the stage was seen
from a number of different positions without one particular fixed point. In the garden, this
principle was further compounded with the immensity of space which the garden
architect had to work with in order to create oraled balanc&® Until the seventeenth
century most gardens were contained within a small courtyard square, with the focal
point being at the center. When gardens began expanding outside the walls of these
confines, landscape architects experimented withteelniques.

The second principle of perspective necessitated that the space of the picture be

united by one picture plane and one fr ame.

88pbid., 64.

bid.
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dimensions on a twdimensional plane, theater and gardens attempted to apmoac
threedimensional space in a tabmensional mannéf. The creation of the proscenium

arch in the theater helped to enclose the space in a manner related to the principle. Yet
with the garden, this principle remained obscured by the immensity of tthengaind the

di fficulty to enclose it. Le N!treds work
which in ways were able to contain the view the visitor saw. Having been highly

influenced by the Italian landscape designers and his friend, the paatéesLe Brun,

Le Notre was able to use the method of perspective to create a unified composition of the
gardens from a privileged vantage point of the terrace at Vaux, as discussed in Chapter
One.

The use of perspective in the garden also found itstavthye theater. The 1641
production ofMiramewas the first production in France to use a scenic backdrop painted
in perspective within a theater, creating the illusion of space within the boundaries of the
stage itself* The backdrop mirrored the desighfamous gardens created only years
earlier and of those being built around the same time, thus filltisérating the
common interest in perspective shared by theater and garden. d¢sagmer times,
garders themselves servesabackdropfor court lallets, performances and pageants
with stages set up within the gardens or a permanent area specifically designed for
performancesWith thedearthof theater buildings, the garden acted as a temporary

locale for spectacles.

Plbid.

Tbid.
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French gardens and theater gltamore than an awareness of perspéidiney
also had a similar position regarding compositional rules. Classical comedy and tragedy
were intrinsically shaped by the strict and precise rules which governed their
performance. These rules insisted uponuthiéy of time, place and action. All plays were
expected to conform to these standards. Much like the rigidity and exactness that existed
in the theater, the art of gardening followed along similar lines. Geometric theories of
Boyceau and Mollet were en goe and thus the only designs upon which an architect
could establish hisdesigisLe N!'treds plans reflect the ri
symmetry which architects were entreated to use, yet he also established his own form of
discipline, creating an ex@ssion of unity of place at VadX.

In contrast to Italian gardens, French gardens and Vaux in particular, were
landscaped on an area of land that stretched long and far, uninterrupted by hills or
mountainsides. This simple stretch of land upon which & @@mmon to build gardens
was the method that helped to further the popularity of landscape gardens. The length of
the garden not only encouraged walking, exploring, and participation in the design, it also
allowed the architect to create a viewpoint tt@tveyed order, power, unity and coritrol
gual i ties that made it so popular througho
designs were configured so that the garden could be seen and appreciated in one glimpse.
To be seen in its full splendor the plaged and single viewpoint was from the vantage

point of the chateau and took in nearly the entire garden. The theatrical backdrop, with its

92Hazlehurst, 19.
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singlepoint perspective, also worked best from certain viewpidinésprivileged

viewpoint in particular.

[l. Theater in the Garden

The theater first made its way into the gardens during the Italian RenaisBa@ace.
Medici Palace in Rome, known as Piazza Nayaras designed by Giuliano da Sangallo
and featured a theater as one of the defining garden elements. dée tjeame
continued at this time to influence theater and byetiréy seventeenth centurigefore
unity of place became a strict ruiewas conventional in French and Italian theater to
have a garden scene in all drarifas.
The i ncor por at fouatains anfd grottbseonfouadrtheiewayirsto
the theater 6s dFosekagple, iathalgardea, tharterceivas any .
ornamental arrangement of flowerbeds while in the theater it was the main floor of the
performance halEventuallythett at er used the gardends natu
as backdrop for actual plays. 1610 saw a young King Louis XlII performiAtcine,a
musical theater production complete with grotto and jetting fountaireter in 1661,
Nicholas Fouguetommissioed Molieréd somedyballetLesFacheuxo beperformed
at the grill e doé elaVicomt@amidsheasplendidbdokdiopofof Va u x
fireworks, fountans, grottos and lit walkways. In 1664 a week long event hosted
numerous plays within the gardensvrsailles.
Permanent garden theatecsnstructed specifically in the gardeid not come

into existence in France until later in the seventeenth century Ainé Le Notre

%adams, 67.

Slbid., 64.
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institutionalizecdthis idea into his plans for the design of the TuikGardens.Though

garders had always been a pdauareto perform pageants and plays, spectacles and

balls now it was done on a much grander scahe perfectly created promenade

pathways at Vawke-Vicomteand Versailles acted as the ideal backdifapot on an

even more magnificent scafer performances of the king and his court. In engravings of
LesPl ai sirs det hél § ar & eweke depiateRl anthe ¢heatrical stage

for the plays that were performddring the seven day celebratidimerr actual receding

lines replacing the painted perspective of the theater (FigTBB)gardemeadilybecame

part ofthe theatrical experience through the designediidtrea nd t he dAnat ur al
artificial perspectives that exploited the almost limitlesssibilities of the surrounding

spae. 0

[1l. Vaux -le-Vicomte and LesFacheux

The clateau of Vaux, with itemphasi®on visual elements, is thaeal
metaphoricaéxample of the outdoor garden theater. All its elements combine to create a
display that daws the spectators in. Like thethear 6 s pr os c eiilinadm ar c h,
walkways and distant hijuidethe eye towards the viewhich the architectlictates’’

In addition, the visitor becomes an actor on the garden stage, his every move and action
adding to the performance. The lined walkways, symmetrically planned promenades,
fountains, flowers, canals and statues, all add to the theatricality of the garden. The

garden and theater are created spaces in which each scene is new and different and where

each performance is different from the last. Both environments are created atrtificially,

“Woodbridge., 69.

Ibid., 82.
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devel oped by man. The gardends manmade per
designed perspective, flowing wat-made and co
creation also draws the viewer in, to have him lose himself in the illusion acted out
onstage.
LesFacheux
The blurring of the lines between garden and theater was manifest at Vaux during
a large spectacle in August of 1661 with the evening performarecaeef Moliére play,
Les FacheuxXThe Bores)The novelty oLes Facheuxvas in its ability to be both a
reflection and a mockery of court culture. The presentation is a commentary on the
serious stakes of a superficial event, written to mock and evenoivatylish excess,
exaggerating the courtdos faults and weakne
certain of their own imperfections in the bores would presumably help them avoid such
modish, absurd and displeasing behaviors that were frownedtiptmtiére affirms in
his preface that bores were easily found throughout the city and the court but also stated
that the little time he was given to write prohibited him from studying carefully his
choice of characters. He thus confined himself to a smalbeuof boresthose
particularly familiar to the court’
Debuting at Vaux on August 17, 1661e s F © protagonistsEraste, a man
whose time is wasted by the vexing behaviors of bores. His mission throughout the

performance is taourt his loveOrphise,yet time alone with her is continually

%Goldstein, 31.

“Moliére, Les Facheuxin The Dramatic Works of Moliéréol. 2, trans. Henri Van Laun.
(Edinburg: William Paterson, 1875)reface.
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interrupted and hindered. She too, surrounded by bores, finds it difficult to give as much
as a momentodos gl ance to £raste, though pro
providing an annoying, yet comicagspite to the frustration of Eraste. His struggle with
the many bores which plague his life brings humor and allows Moliere to mock some of
the habits of the court and nobility. This play provides key support in showing how
everyday courtly life becamdurred between daily happenings and theatrical
performances.

The first bore introduced is one who meets Eraste at a play, noisily making his
way to sit on the staga custom for young men of fashion to do at the itimding the
view of the stage to thrdeurths of the pit. His loud voice and complete disregard of
others watching the play distract both the audience and actors alike. He embraces Eraste,
an action which £raste criticizes stating,
with these menyho assume an acquaintance on nothing, whose embraces we are obliged
to endure when we meet them, and wh'® are s

Seventeenth century audiences would be familiar with the tradition of nobility
sitting on stage. fieir presence there brought attention to their noble status while also
blurring the lines between the play and reality. Both were spectacles in their own right,
one theatrical (the play) while the other one social (the seated nobility). Members of the
audence seated onstage became part of the performance since their behavior was very
much a part of the action taking place onstage. This tradition not only demonstrated a
hierarchy in theategoers; it also created a division as those of lower status ware onl
able to pay for a seat in tiparterrewhere their view was blocked and the spectacle

experienced through glimpses of actors andacior noblemen.

10%hid., 98.
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After his encounter with the bore on stage Eraste stumbles across Dorante,
another bore, who relates Isi®ry. One day while out stag hunting his group met with an
oblivious hunter unsuited for hunting with nobilitg countrygentleman who carried a
long sword and was accompanied by his equally oblivious and unskilled son. He gave
airs of beingagreathuns man and asked to join the part.
oblivious hunter bears all negative criticisms while describing his own actions as ones of
merit. He thinks himself so great that he even interrupts his story to bring up the fact that
he ownsa horse from Gaveau, a well known hedsaler of the timiea horse so
marvelous that he could be fit for the king. The climax of the story has the misled hunter
making an annoyance of himself, not really knowing how to hunt and proving so by
shooting theanimal in the forehead with a pistol. Dorante clearly expresses his disgust
with the situation saying, fAGood -Heavens!
hunting?0 continuing that he was so angry
home without saying a word to the ignorant fa8t.

Similar to the first bore, noble audience members would have recognized and
| aughed at the ridiculousness of Doranteos
in adhering to the strict rules that were itwedl in hunting. Yet Dorante was a hunter
who wanted his abilities and prized horse to be recognized and adored, traits which the
nobility themselves could relate to. The fact that it was the king himself who wanted a
hunter bore includedl as noted in therpfac® in order to make a flattering mockery of
his audience members is further proof of the blurring of theater and reality. Each bore
represented an exaggerated equivalent of someone in society. That person being mocked

and portrayed onstage was oftemgone seated in the audience and the spectators were

%hid., 119.
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aware of either the type of person being portrayed or knew of the person himself. What
Moliere was attempting to demonstrate was that any member of society could be
portrayed onstage. All that was reaudrwas a bit of exaggeration and mockery as well as
a willing audience who would not take offense at being made fun of.

I n addition to Moli reds mockery, the Kk
demonstrates the ability to blur the lines between yealit theater as well as the power
and influence the king had. The privileged viewpoint in the theater was essentially the
kingdbs. Seated in the center of the audien
the privileged viewpoint but alssasthe pivileged viewpoint. Placed in an area where
all could see him, he was very much like the actor onstage: constantly seen by the
audience and encompassed by the action onstage. With the entire audience aware of his
presence, they were also aware of his reactvhat he thought funny was then
considered funny by the rest of the audien
as well as become part of the performance, is another example of the ambiguity between
reality and theatrical illusion. The firperformance okes Facheuxlid not include the
hunter bore. The king, having seen the original performance, felt that the play would be
better served with such a bore. This power the king had to dictate what should be
included in a play manifested hissaltute power and furthered his endeavors to portray
himself in an authoritative light.

Each encounter with a bore continues a pattern reflecting specific aspects which
were deemed important at the tinf@r it was under the rule of Louis XIV that culture

became monopolized by the court, while questions regarding etiquette and power aptly
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became the most important questions to pose in ptfflithe controversiésf one

chooses to call them sudWoliére discusses ihes Facheus uggest t hat fAdome
and tre private side of court life had become sources of serious art and, indeed, that
questions of everyday |ifeé wer ¥Tloughf used
some may deem the lifestyle of the royalty and nobility excessive, it is apparent ithat the
behavior, their style, and their way of life were the constituents of French art.

The ability for members of the court to recognize themselves in the characters
acted onstage was key t oithoupherttp $oniguassnes ucc e s
which could be mocked. If the audience failed to see themselves in the mirror, the play
was mere entertainment. But the succedsesfFacheuxame in part because the
spectators saw their own likeness reflected back to them. Moliére primarily exposed this
private life in an attempt to get laughs, not necessarily to reform. Ridicule, however, is a
powerful tool and though audiences may have initially laughed, situations that the play
touched upon normally corresponded with more serious ones and were thus a
commentary on the worl?* Audiences quickly understood that not all was simply for
| aughs. Some of Moli rebés contemporaries e
change some of the faults of court members and noblemen than the Church:

Many people in Pds say very seriously thMoliere has done more by himself to

correct the faults of the Court and the City than all the preachers together: and |

believe that they are right, provided that they refer only to certain qualities which

do not constitute a itne as much as they do a false taste, or a stupid infatuation
as you would describe the humor of prudes, of those who exaggerate styles, who

0% manuel S. Chilld T a r ,tRaliidneand Courtly CulturéFrench Historical Studie8, ro. 2
(Autumn, 1963} 180.

1%3pid.

Ybid.

69



elevate themselves to Marquis, who speak incessantly of their nobility, who

always have some poem of their own nmakio show people, etc. These are the

disorders whictMoliére's comedies have diminished a littfa.

L es F © pdntrayabofdsench noble life playfully mocked by characters in the play
displays the hierarchal society in which seventeenth centurymehland royalty lived.

The description of the playbds perfor mar
part of a larger performance. Presented in the gardens of Vaux, the main stage was set up
in front of the grill e doenddriend dfdauquetde L a
describes the setting in the following way:

The stage was adorned with thick foliage,

And illuminated by a hundred torches:

The Heavens were jealous. Finally just imagine

That when the curtains were drawn,

Everything at Vaux capired to please the king:

The music, water display, the lights, the stafs.
Once the curtains parted Moliére himself appeared on stage and addressed the King,
apologizing for the disorder of the play, for not being able to commence on time, and for
needng more actors to put on a show fit for the King. All of a sudden twenty natural
cascades began flowing and a large shell became visible in the water, advancing. A Naiad
who was within came to the front of the stage and began reciting the verses \wech se
as the Prologu®’ Describing how the gardens came alive, the Prologue reads,

Ye nymphs and Denrtsods, whose Presence fills

Their sacred Trunks, come f
With borrowbéd Shape cheat t

t ; SO Lou

or h
he Spectator

19%Bayle Oeuvres DiversefThe Hague, 1737), |, 40; quotedEmanuel S C hTartuffe,
Religion, and Courtly Culire o French Historical Studies3, no. 2 (Autumn1963) 175.

198 jeande LaFontain.Let t re ~ M. de Maucr oi x6s, account o
22 Augusituvle6l dPierre €laraceParjs, Gallimard, La Pléiade, 1958,-5258 qwted in
JeanMarie Perouse de Montclogaux le Vicomte(London: Scala Books, 1997), 14.

\Moliere, 92.
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And to Theatric Art yourselvegaly.**®

Nymphsanddermyods emerged from the gardens?®d
commanded, Dblurring the I ine between the
Once it had become dark, lanterns were lit and placed along pathwayg aglibvwthe
garden and chéateathe grotto lit up and from the grass amphitheater shot up fireworks
and rockets. Finally, spectators were treatetiécspectacle ad craftedwhale which
floated down the canal to the beat of drums and the sound of trutfipEtte.elaborate
garden designs described coupled with the magnificence of the performance enabled the
audience to be part of the performance as its presentation was not only happening onstage

before their eyes but all around them.

V. Versailles asthe Garden Theater

Les Facheuxvas performed at both Vaux and Versailles. The three years between
its performance at Vaux and later performance at Versailles allowed for dramatic change
to the court society who watched. Though the garden came to life at Vaux, aafsw ye
later, the etiquette for theater would permit members of the audience to participate in the
actual performance. At Versalilles, seating arrangements were put in place, flamboyant
costumes and dramatic sets came together with ritual and both the ptajpaed gue st s 6
itinerary were choreographét’

Similar to Vauxle-Vicomte, the designs of the gardens at Versailles contained a

variety of theatrical elements, although by comparison, the designs and creations of the

1%pid., prologue
1%\Woodbridge, 193194

"9%Goldstein, 27
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gardens at Versailles were much grandesnienades, fountains and canals lost their
small, intimate feeling and attempts to impress and demonstrate the power of the king
were effective through the immensity and presentation of the grounds.

The theatricality of the garden at Versailles is eviderm variety of ways. First,
the gardens were meant to be seen in an almost linear spiegtsméeific route through
the gardens which the king had laid out himself. Visitors were taken on this route in order
to show the gardens at their béseferred o as t he fAmarche que | e
was stated that the route was, Al a route (
jardi n d e This plared routedadiowed the great sculptures and fountains of
the gardens and was doneaimanner which would permit the fountains to be turned on
at the specific time in which visitors would be passing as the water pressure was not
strong enough for the fountains to be on at all times. This planned route reveals the
garden as a performancerisforming reality into a spectacle for the visitor.

Second, the gardens of Versailles were the site for other types of performances.
In May of 1664 an extraordinary celebration was held at Versailles knoWmeas
Pleasures of the Enchanted IsleLesP | ai si r s de Théwesklorggaffainc hant ¢
presented numerous pl ays, Thalkrihcess ofglgndt he pr
Tartuffe The festivities were more than mere entertainment, though. The performances,
presentations and extravagaticat were put into the events were created with the
purpose of displaying the absolute power of Louis XIV. He was the God of the garden,
leading the entourage of actors throtgcreation, making it so that all obeyed his will.

Each play in one way onather demonstrated the idea that the king was absolute ruler,

"MChristopher Thackel. Loui s XI Vdés Lastl e6GM3 mir @r en @astlemo/retr rsari
History, 6 no. 2 (Summer, 1978): 31.
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one who knew all, one who saw all. They also built upon the idea of the garden being a
setting in which reality and performance blended together.
The first dadafedPrasiresfahe Enchantad éslead ovér six
hundred persons in attendance. So great was the sense of accomplishment and grandeur
that scholars noted even nature had taken care to render Versailles perfect. During a
normally rainy period in France, inclementweatther r i ng t he weekds cel
thankfully a norissue. The entire production was said to have cost so much that Louis
had the account records burned in order to keep prying eyes from discovering the price
associated with such splenddf.
The first day éatured one of the biggest spectacles of the entire production,
Mo | i The@rinsess of Elisyhose placement was at the beginning of the raial
celebration. Using a vast number of members of the court, Dukes, Marquis, and other
noblemen including thEing himself, all took part in a processiafnich was the opening
for the weeko0s celebration. Over forty mem
around in a preface to the actual performance. Their inclusion in the preface of the week
long celebratn manifests the way in which reality and fiction intermingled and
demonstrates the ways in which theatrical performance spilled beyond the stage.
In this introduction, the king played the part of Rogier, a cavalier. At one point
during the performance fand his group of courtiers found themselves stranded on an
island and decided to perform a play to relieve their boredom. This play within a play

was Mo Princess eflsThe king, no longer acting, took his seat in the center of

"2Anonymous authoRleasures of the Enchanted IsteThe Dramatic Works of Moliére
3,trans. Henri Van Laur(Edinburg: William Paterson, 1875).
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the audience arenthe privileged viewpoint, to both view the performance and be seen
while the play was acted out.

The play within a play demonstrates the way a performance was able to take
realityd members of the courtand place them within a fictional setttha theater
performance. Versaillesd intricate designs
the play with stages set up perfectly to frame different perspectives in the garden while
candles added light at night, bringing an indoor feeling to the outdo@. Sthg pastoral
scenes in which the play was set mirrored the gardens which acted both as backdrop and

as a surrounding and enclosing area.

V. Tartuffe

The sixth day of the cel eTanufieoriTen pr esen
Imposter Tartufferecountghe story of Orgon, a wealthy man, who has in his household
a religious advisor whose name constitutes the title of the play. The play follows the lives
of Orgon and the rest of his family, who believe that their husband and father have been
duped by thdaypocritical Tartuffe. The play begins at a point in which Tartuffe has
deceived Orgon, the family patriarch, to such an extent that he is on the brink of taking
everything the family owns, all the while
The varous characters in the playe figures that would have been familiar to the
French audienc& he role of religion, and of religious hypocrisy, was very much a
subject of controversy and debate during this period, which saw conflict arise between
two religious groups, the Jesuits and Jansenists. Jansenism was a well known religious
movement originating during the seventeenth century ideologically opposed to the Jesuit

order, which had begun just before the start of the Counter Reformation. Jesuits were
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strorg in their missionary zeal and set out to convert all people: both members of the
church who had fallen away and those who were not yet members. To help with the
conversion, members of the Jesudvamenften attemptetb make theCatholic faith
more appaling their critics claimed that such a stance leddmpromigs regarding
standards of the church. Directors of consciend® were mainly Jesuit, were accused
of beinglax on punishmentwith too great an emphasis on mitigating circumstances

In theplay, Orgon anchis mother havdallen under the spell of Tartuffe and do
notdo anything without asking him firsthe rest of thedmily is disgusted with the
loyalty given to Tartuffe andavises a planthat will expose his attempts $educe Elmire
in order to prove to Orgon that he is an impaskEartuffe falls into the trap and when
various family members who witnessed the event attempt to tell their fatvarife
refuses to defend himself against the charges, using religious language to aceowled
his wicked ways. It is a trick though, and after numerous professions by Tartuffe about
his sinful nature and action®rgonsides withTartuffe, é puni shi ngé hi m
to bearound Elnire even more often.

Tired of not being believed, Elmirekias on the role of actress, pretending as if
she really wants to be with Tartuffe. She plays along with him in an attempt to dupe him
and puts on a O6maskd or hidden identity

in to him is to get him to drop $iown mask and act honestly. In yet another example of

by

of

the blurring between truth and perfor mance

and makes evident the ultimate reality of
This play within a play has an @tage audierg; since Orgon is convinced to
|l isten in on ElI mreds plot to get Tartuffe
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plan heattempts to hav&artuffethrown out. Bit Tartuffeclaims that @gonhas given

him everythinghe needs t o t aneencludihgeselfinaimmating létters f or t u

from a friend.Tartuffe leaves, but with threats to return with guards who will have the

family thrown from their house. Upon his return he brings With a police officer who

after wveri fyi nhpaveThe family évicteddrem thein Homeaaydsts hino

instead Unbeknownst to Tartuffe the soldier bears the wishes dfithg who hadheard

of his anticeand would have no more of ®rgon and hisdmily aregrateful to have

been saved frorauch acrook.Once @gondiscovers @ r t ufélditiesdhe vows to hate

and persecute all pious médr g o n 6 s rideewoud ae nated by Cléante who chides

him for his quickness to jump from one extreme to another. He advises Orgon to not

think that all pious menra like him but rather leave such rash conclusions to infidels and

Adistinguish virtte from its counterfeit.d
Paying close attention to the representation of the king and his actions one sees

the intelligent and observant manner in which the king detirbd presented. The

emphasis is placed on his ability to oversee the situation and discern truth from error. His

men have for a time been watching and waiting to catch Tartuffe at the right moment. By

arresting Tartuffe the king proves that he has thel@ged view the allseeing eye

which prevents chaos and gives order to society. Interestingly enough, no person

represents thekiipi s wi shes are carried out by the

view is carried beyond his ability to see and kndiwte is in fact seated in the center of

the viewing area, playing the role of privileged spectator as a member of the audience.

His view has the advantage of being central not only to the stage but also to the viewing

positions of the designsof Le Nadires gar den. Just as the garde

"3\oliere, Tartuffe,trans. Richard Wilbur (San Diego: HarcoBrace & Co., 1965%.1-2
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were designed to have viewpoints that were privileged e c h ©t eauxd6s terr a
balconiesthe role of the king was similarly related. The best view of the gardens was
from privileged viewpoints and @e in the garden, the chateau could be seen from all
aspects; its presence was never overshadowed, never hidden. It was the locus of power
which, like God, held all things in control. The king too sat in his privileged isegh
like the balcony or terracand was constantly present for audience membersio see
much like the chateau. This prestige and power the king held ordered the world which
surrounded him. Nothing was ever hidden from hisadiing eye. Though others may be
fooled by the intricate gards designed to do just that, the kihge God never was.
Whil e the playdés ending presents a comp
and garden, it is unsure if this parallel would have existed in 1664: the text of the original
play is not available, ahthe original 1664 version did not necessarily correspond with
the 1669 text which has survived. The 1664 play performed at Versailles was found to be
offensive and stirred up many controversies and history noteéhabjection to the
play was immediee, forcing the king to make a decision as to its fate. His decision
demonstrates the kingds superioritodicern i ty t
true intentions from false and to protect those who were mere mortals and did not have
the blesing of being able to make such discernments. Records state that,
éalthough the King thought J[the play] w
conformity between those whom a true devotion leads in the way to Heaven, and
those whom a vain ostentation of gomorks does not hinder from committing
evil ones, that his extreme delicacy in point of religion could hardly bear that
resemblance of vice and virtue which might be mistaken for one another. And
although he did not doubt the good intentions of the aut®forbade its being

acted in public, and deprived himself of that pleasure, so as not to deceive others
who were less capable of a just discernni&ht.

pleasures of the Enchanted I1s185.
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Religiousdévotshad problems with the main characters of the play, in parti@urigon,

who while expressing many of thieasic tenets of the church aperforming deeds

consistent with theharacter of @evout man, was presented as a dupe whose actions
demonstrated that he did not live by the standards of common sense, good taste,

moderation, and thelote r qual i t i es ad Anotheeidsuebvgs Mol i  r e d
Mol i rebés presentation of T alestitalfefamingvhose ¢
privilege to sin without showing any remorse of conscience.

Mol i rebds c o mi&adDs shavedadéveldpiman hisnvork as a
playwright. Though some of his ThéRriyssscoul d
of Elis), the vast majority of his writings engaged issues which were more realistic,
serious, and problematic. Not only didrtuffechastise bigay but it also satirized the
moral attitudes common at court and challenged the way of the devdut lifes
obvious that thelévotsfound the play to be extremely offensive as they were the
principle instigators of having its performance shut down. g§haw remnants remain of
the original productioimaking it difficult to know what exactly was perforniéchas
been strongly argued that the original was a more broad comedy withbaidembigot
being presented as t he dumae.ltislikelyfinsoreover,qu al | vy
that this petty crook, the first Tartuffe, was portrayed fasiebe en soutane prieso'°

The prohibition ofT a r t ydrférmamce did not come about uhMihy 27, 1664,

following a reported meeting between the archbisbfdparis and the king about the euvil

H8Chill, 153.

"9bid., 154.
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effects which the comedy might producéYet only a few years later Moliére was able
to regain permission for a public showing of a newly revikaduffe. The affection
Louis XIV had for comedy, the death of his deemlgious mother, Anne of Austria,
and the loss of power of tligvosin the Paris regiarenabledvioliere to win the king's
informal consent in the spring of 1667 for a public staging of the revised and expanded
Tartuffe On August 5, 1664 new fiveact version calledL' Imposteuy with the name
Panulphe substituted for Tartuffe, waresenteat the Palais Royal® There it was
staged a single time after which it was again prohibited, this time by the Parisian
Parlement whose president, M. de Lamoigneas adévot It remained banned until
1669 when the performance and publication ban was permanently lifted.
Why such reactions? Responses such as this were not unusual at the time and
reflected the beliefs of strict church leaders and devout worshimarsence the blurring
of theater and reality rode too close of a line. Pierre Nicole, autioaié de la
comedieand devout Jansenist wrote that all representations performed in the theater were
inherently vicious since their measure of success depemal their abilities to arouse the
passions of the audience. Blaise Pascal, prominent mathematician and philosopher,
explained the belief i n tPhneéedtatingdbs damagi ng
All the principal kinds of entertainment are dangerouloristian life. But
among all those which the world has invented there is none more to be feared than
thetheater It gives us such a natural and delicate representation of the passions
that it arouses them and engenders them in our hearts, espeaiatlf/Itve,

mainly when it is represented as very chaste and virtuous, for the more innocent it
seems to innocent souls, the more liable they are to be movettby it.

1 pid., 155.

"8hid., 157.

1% aise PascaPenséedrans.Roger Ariew (ndianapolis, IN Hackett Publishing, 2005)86.
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True Christian principles were incapable of being represented in theater since
comedy oty spoke to the passions while true religion aimed at the repression of
passion-?’ Guillaume de Lamoignon, president of the Parlement and member of the
Company of the Holy Sacrament was given charge of the city of Paris while the king was
away during the sige of Lille. His firm rationale as to the prohibition of the play further
demonstrates the disapproval of theateros
| cannot allow you to pé&orm your comedy. | am persuaded that it is very
pleasant and very instructive, but ihist proper for comedians to instruct men in
guestions of Christian ethics and of religion: It is not for the theater to preach the
gospel*?*
Becausd artuffewas built on an unusual awareness of what was curreagigeningn
religious circlesijts depidion of bourgeois society reflects commonly held beliefs of the
time.*?? Tartuffe is neither Jansenist nor Jesuit but a combination of contemporary
religious sentiments that would have been familiar to nobility and upper class individuals.
The vagueness amdultiplicity of his characteristic traits permitted his behavior to be
applicable to more audiences than just one and thus also created a greater backlash.
Mol i rebés ability to create a play in w
stage enrageshany, most especially tlvotswho believed that their behavior did not

deserve such mockery. Creating this social mirror seemed to suggest that members of

society themselves were playing the role of hypocrite as if they were actors, watching a

120Chill, 159-60.

121G illaume de Lamoig o Menfioires de Brossette... ," op. cit., 665; quoteHrmanuel S.
Chil.L.hiTartuf f e, Rel i gi d¢nench Histordcal Stedied/dl. B, \WNo. £ (Adtumn, 1963) 0
158.

122Chill, 169
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play which would after the performance finishiecbntinue in the daily lives of the
members of the audience. Theyotsrecognized their brand of religiosity being
mocked on stage and would not stand for the reality of the scorn.

Not everyone enjoyed their patral onstage, as reflected by the response of the
dévots What is clear, though, is that plays reflected society and the elements of the
gardens were able to create a more commanding space where power could be acted out.
Without the contribution of wealthyatrons, gardens would not have been created on
such a grand scale and thus plays and ballets would not have been performed within
them. The garden designs of André Le Notre at Maticomte and Versailles created
beauty and grandeur on a level nevdbteseen. Important aspects of the plays, such as
T a r t untldsiendokthe atknowing, eveipowerful king,Th e Pr i ncptags of EI
within a play and- e s F © call feruhe gasden to come to life, were reflected in the
gardeno6s el tvendimitishing laRdscapepamdhidden featwere
designed to add a modern touch to Classical principles of the ancients. These physical
elements of the garden created the highest levels of imitation and facilitated the
movement of theater towargsaisemblance.

These plays were part of a larger performance than what was seen onstage. Plays
were able to encompass noble life, which for the court and wealthy elite consisted of
riches, excess and admiration. Their lives portrayed and oft times mockaderas
well as their participation in plays such®se Princess dElisd e monstr at e t heat
illusion of truth by blurring the lines between reality and fiction. The French formal

garden during the seventeenth century became one of the more impoysioalp
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settings for theater because of its ability to incorporate its surroundings in a manner
which heightened the playodos el ements and s

Just as courtly life was dominated by the Kimig viewpoint, his opinioitheater
and the gardefollowed similarly. The privileged viewpoint in the garden was from the
centrally placed chateau, a majestic and imposing creation of beauty. The best view was
seen from high above on its balconies and
was dso the privileged one. Seated in a central location, close to the stage, the king
became part of the spectacle, blurring the lines of reality and illusion as audience
members intently watched both the play and
outward, the hierarchy of the view diminis
and the most important.

When performed in the garden, the privileged viewpoints intermingled with one
another. The gardends per srpfictdthedistaneehi ch na
became the natural backdrop for a performance. No curtain or faux screen was needed as
the natural beauty and view of the garden attributed a realistic touch to the fictional
performance. In certain plays, garden eleniesutsiptureswater fountains, and trées
were played by actors, all with the purpose of bringing the garden to life and helping to
maintain a feeling of illusion and spectacle within the lines of reality. This intermingling
of elements brings together two of the graatforms of seventeenth century France,
providing a glimpse into the courtly life, the privileged view, and the elements of illusion

which created the grand spectacle of garden design and theater.
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CHAPTER V

CONCLUSION

It is easy to see how twatdorms developing during the same century would
naturally contain similar elements of design and presentation. Yet the intermingling of a
visual art forniifound in the design of the gardemnd a dramatic art forénestablished in
the theatdrblended in morevays than is usually acknowledged in the field specific study

of art history or theater.

It has been common in my research to find the garden and theater approached as
separate entities with articles and books focusing on ways in which the two aithflour
independently. The art historical approach takes into account the ways in which the
garden developed artistically and historically. Additional research focuses on the ways in
which the garden influenced styles throughout garden architecture in ERex@arch
regarding French theater often addresses plays within the context of French history or
takes a comparative approach within the study itself. The little research that has taken a
comparative approach in relation to gardens and theater is briedradgito be more
informative and historical than argumentative.

The message which garden and theater was able to convey was that man could

create, control and reflect a given message through art: man could direct and sculpt
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nature to create a world thatpFessed a specific message. Together, the garden and
theater created a new reality, a reflection of the social and political power of seventeenth
century France.

By arguing that the elements of garden and theater combine to create similar and
powerful seial and political spaces, my work opens up a different avenue of research
with its inclusion of King Louis XIV. | argue that the powerful space created within the
garden and theater combine to portray absolutism. The portrayal of power though is not
requsite to present things as they necessarily are, but as they should and ought to be
seen: the garden and theater helped Louis to be seen as he desired. By understanding that
Loui sdés reign was more | ikely than not inf
festivities at Vauxe-Vicomte, one can consider the strength of a comparative approach
and explore the ways in which the garden a

and implementation of absolutism.
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Fig. 1 Vaux le VicomteAerial View Arthus Bertrand
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