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Abstract

The historic private theatre in Chatsworth House is little understood by visitors and scholars alike.
Despite their presence in a number of country houses across the country, country house scholarship
makes scant reference to theatres or theatricals inkhepi K OSy G dzNBE X 6KAf S GKS
tower at the end of the North Wing makes it only sporadically accessible to visitors. Yet, the ubiquity
and diversity of private performance entertainment through the 19th century is a burgeoning topic in
Theate History and historic houses across the country are unearthing histories of the practices at their
sites. This thesis, a result of a Collaborative Doctoral Award with the Chatsworth House Trust, offers a
bridge between these parallel research areas tlgio@n exploration of the architectural, spatial and

social evolution of the Theatre at Chatsworth from 1823 to 1907. It aims to understand how the room

speaks both to the rest of the house and estate, and to key concerns in country house scholarship.

The thesis employs a buildings archaeology methodology with deep archival research to establish the
architectural and socigultural origins of the Theatre building and understand the reflexive
relationship between historical people, the spaces of theding), and the routes navigated by way of
access. This approach unveils the presence of a broader diversity of people in these spaces than
previously acknowledged, and characterises the Theatre building as having a strong relationship with
the wider estateln so doing, the findings challenge established paradigms in country house studies
and offer new ways for thinking about communitiekistoric and contemporary and the country

house.



COVIBL9 Impact Statement

Research forhis PhD project began on 1st January 2020. @d Rzrch 2020, the United Kingdom
SYGSNBR AdGa FANRG yFraGA2yIlf Wi ADpardidndic/ This Bwént, NB & LJ2
subsequent restrictions and the variable responses of cultural institutions impacted the planned scope

and direction of this projecfwo concrete examples are given hdmdlowed bythe adaptations made

to accommodate them.

Firstly,the original project plan involved scoping other extant private theatres in thead& any
archive collections associated with thertg assess theutility of a comparative studyor to

O2y (G SEldzr f A4S / KI (i &wihhiE katbaal réskiGions iNBacey dll dukualsites f &
were forced to close their doors to the publidoreover, the extent to which private theatres and
theatricals can be researched through publiahcessible digital data is limited: relevant, original
material is most deén found in collections of ephemera, such as scrapbooks, or captured in lines of
account bookgCoates 2020)Rarely do cataloguing practices identify these items as containing
theatrical material; even more rarely are these kindsraterial digitised.Neither private theatres,

nor the archival collections thatdfd traces ofassociatedheatrical activity werdeasiblyavailable to

visit until May 2021 at the earliest.

Secondly, aearly consideration for the project was hdte presence of K I i a gTaedite kKnight
be used as a lens through which to explore theatrical practibistorical or contemporary-in historic
houses more broadly. The intention waserperiencecurrent theatrical, or performed, interpretive
interventions at a range dfistoric housesiteswhile seeking tocontextualiseany analysis in relevant
critical frameworks. As with visiting other private theatréisis became impossible following the
national restrictions.

However, access to the spaces and archateChatsworth was made possible from September 2020
onwards, albeit in ways that were controlled and limitébnsequently, the project adapted to the
restrictions imposed by the pandemic by leaning into this availability and takieg@ and detailed

dive into the site of Chatsworth: the space of the Theatre and those spaces leading to and around it;
0KS AdzZNNRdzy RAy3a 3IS23ANILKeE 2F GKS FINBIT GKS NBf I {
spaces they indbit as part of their working lives; and, the extent to which the archives speak to the
history of the Theatre. Familiarity with other extant theatres collections of material relating to
private theatricalsvas gained through subsequent research tripae of which was delivered digitally

via Zoom- or informal interviews with curators. While an academic line of enquiry into performed
interpretation at historic houses was relinquished, the possibility of the country house as a site of
performance, in dooser sense of the word, remained alive in my intellectual imaginatios idea
lingers in this study ascentlingers in a room even after the body has left.
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The result is @lose readin@ ¥ / Kl a2 NI KQa ¢KSFGNB=E Ada
that best speaks to the stories | sought to draw out.
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Preface

When | visited the Theatre in Chatsworth House for the first time in November 2018, | had an
instinctive response to the space that was a product of everything that had brought me to that point.
There are two experiences in particular, however, that aretivdetailing here to account for some

of the values, curiosity and questions that have carried me through this project and informed my

approach.

The first is my background as an actor, from a family of actors. Sporadic months of my childhood were

spent in theatres, doing homework in dressing rooms or watching performances from a stool by the
5SLJzie {GF3S al yr3SNRa Ri@rawih ardyntrigusddy iadkstageispacds Y Y
and behindthe-scenes communities than froff-house ones. Family gatherings weind still are-

dominated by conversations about other actors, the job of acting, and the challenges and joys of
working with nev people in new places and in new ways. | then trained as an actor and practised
professionally when given the opportunity on stage and sometimes on television. | am accustomed

to engaging with the spatial and technological idiosyncrasies of a stage in order to be seen and heard,

a2 GKFG F LISNF2NXYIFYyOS asSSya a STT2NItmplkis I & L2 3
a wellworn truism that an actor should know how to find their light. My training taught me that they

should also leariow to use their voice to adapt to the changing acoustics of different stage spaces,

and Peter James, the theatre director and former Principal of LAMDA, further advised usimctors

training always to test any onstage doors we had to use. We shouldjdiekaow how to open them,

how to close them, and the effect that these actions had on the storytelling (for example, how hard

could you slam a door before it would make the rest of the set shake?). These are all embodied forms

of seeking to understand stage, its attendant scenographic elements. the set, lighting, costume,

etc - and its relationship to the audience and auditorium. Practising them has implicitly informed my

26y dzNBHS (2 dzyRSNAEGFYR / KI{i&ag2NIKQa ¢KSIGNBO

¢tKSYy GKSNB A& GKS | OG2NRa OdNA2aArde G2 dzyRSNRGI
scenarios or personal histories that account for why they say certain things or behave in certain ways.

We are taught to create subtext, to conjure an id¥avhat a character is not saying when they do say

other things, to imagine the life they lead beyond the world of the story we are telling. When we enter

2NJ SEAG | a0SySz 6S INB SyO02dzN} 3SR (G2 O2y&aARSNI 2
world of a play, to imagine where we have come from and the conditions of the space we are stepping

into or out of. | do not believe actors are the only people to practise-tars/one with empathy and

XViii



imagination may see themselves as characters from their favourite books, for example, or vividly
imagine themselves as anonymous people from the past as they climb thevarelisteps of a historic
building. But my training and practice as an actor in ¢hegmys have consciously informed my
approach to identifying individuals in archive material and considering the sensory impact of certain

spaces on mood and storytelling.

The second experience to influence my engagement with this PhD project was as a campaigner for the
ongoing theatrical use of a historic scepainting studio in south London, and against its conversion

to flats. The studio was built by Joseph Harker i8@41 Harker was a prominent and successful scene
painter in the late 19th and early 20th centuries. He worked for some of the major theatrical managers
of the period, producing work for London theatres and touring productions. Several of his children
andeEG SYRSR Tl YAfeé O2yiAydzsSR (KS odzaiySaa Ay G(GKS
business underwent major changes through the 20th century but, by the time rogropaigners and

| set up the campaign, the building was still being used for thesteinds and hosted set builders and
scene painters who needed a largeale, messy workplace with plenty of even light. We discovered
that Harkers Studio, as it was known, was the longesving studio of its kind in London, if not the
country. When we stablished the campaign, permission had already been granted for the studio to
be converted into residential property; we knew we would be fighting a losing battle, but we felt the

rewards of the effort would be worth it.

One of our key aims became to raise awareness of the work of backstage labour and the role of
backstage workers in the theatrical ecology. As well as being a historical concern, this was a pressing
issue for presentlay theatre practitioners. Freelance pemance designers, prop and costume
makers, set builders and scene painters were feeling the squeeze of living in@higtity with little

to no affordable space in which to undertake their work. Amenity societies, tasked with the care of
significanthistoric buildings, including theatres, saw backstage activity, the buildings it had generated
and the spaces it had historically employed, as outside of their remit. Harkers Studio fell between the
gaps. The crux of the matter is this: when backstage wgadkne well, it is not noticed. Unfortunately,

the demise of Harkers Studio testified that a function of this statement is that it is also frequently
underappreciated and undervalued. The labour and spaces of backstage work are squeezed and

undermined.

As a result of my experience with the Harkers Studio campaign, | am primed to look for evidence of

backstage work and artistry and, to some extent, to argue for its value. One of the striking elements

XiX
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and painted not far away from where Harkers Studio woeddhe to be built in 1905. When | first
GAAAGSR / KFiag2NIKQa ¢KSIGNBZ L O2yFNRYGSR Yeé dzy
which, until that point, had revolved around Harker and hégid commercial theatre, and | began to

wonder abouthe bigger picture that brought highuality scenery to a private house in the Derbyshire

Dales. This thesis responds in part to the material in the archive at Chatsworth that speaks to the
CKSIFGNBE GKSNBzZ fAGGES 2F ¢ tene@KHoueed) HBawardnéss d NS | G A
the professional theatrical world of the 1890s forms the backdrop to my efforts here and an
appreciation of both the skills and embodied knowledge of backstage work has informed the way |

interpret the data.
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1. Introduction

Figure 1.1 A view of the Theatre at Chatsworth House. 2011. © Image taken by Paul Barker. Reproduced by

permission of Chatsworth Settlement Trustees.



1.1 Introduction

Chatsworth House, in north east Derbyshire, has been in the ownership of the Cavendish family, Earls
GKSY 5dz1Sa 2F 5S@P2yaKANBET aAyOS wmpnodpd !'faz 1yz26y
in the Peak District National Park, the house hag legld closer comparisons to the palaces of royalty

than to other country houses belonging to British nobility. The focus of this thesis is the Theatre in

/| KIGag2NIK 1 2dzasS o0FAIPd mMdOMOI | aLJ) 0SS GKIF G KI a
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socially complex role in the lives of both the family and communities of the wider estate. The thesis is
concerned with the architectural, spatial and social atioh of the room from its inception in the

1820s, during the tenure of the 6th Duke of Devonshire, to its final use in the lifetime of the 8th Duke

AY MmpnTtT® ¢KS (KSaxa gAftf RSY2yaidNXdS GKFdG GKS YI
of the incumbent Duke and their family. Yet, far from being the preserve of the aristocratic elite, the
Theatre and its activities brought together a diversity of communities, from estate staff to tenants,

and from professional theatre practitioners to locgntry.

The route taken around the house by visitors to Chatsworth is a recurrent thread throughout this

thesis, as is the sequence of rooms through which they progress and the relationship of those spaces

G2 SIFOK 20GKSNX . @& gl & 27 hdatye, | wylldl Nk B dakellyd2oyf thdl 2/ K I
journey of a visitor to Chatsworth today, to establish some of the geography of the house, immerse
82dz Ay Ala aLiX SyR2dza2NE |yR AffdzaGNI GSZ o6& O2y NI
Theatre. Indoing so, | honour and echailbeit thinly- the efforts of William Spencer Cavendish, 6th

Duke of Devonshire (1790B58), who recorded with humour and affection the changes he made to

the house in higHandbook of Chatsworth and Hardwi@Ravendish 1844written in the form of a

f SGOGSNI G2 KA&A aAAGSNE I I NNASGD L OFy 2yfteé | &LAND

mimic it but rather rely on my own descriptive style.

The stately impression begins as you approach along the curving drive: the pedimented west
front of the house revealing itself from behind verdant trees, a river and sttedged field in

the foreground and a denselyooded hill hugging close behind. Theg, low arm of the north

wing extends to the left (to the north), its northernmost extremity marked by a tower and
crowned with an open, templike attic. Once within the shadow of the house, visitor access is
made via the central and largest of threeagd arches, each containing filigree gates, gilded and
glinting in any weather. Smiling, uniformed staff greet you here, and again following your walk

down the drive, in the north stmall. If you are here in the colder months, a fire is lit in the grand


https://www.zotero.org/google-docs/?6TxVWF

fireplace, above which hangs a large and affectionate painting of dogs or another homely scene,
only adjacently related to a field sport of some kind. The atmosphere is welcoming and cosy: the
ceiling is relatively low, velvet curtains in a rich red soffienedges of the sandstone doorway

at the top of a shallow flight of stairs. It is a relatively modest and warm introduction to what

will show itself to be a building of treasures and magnificence.

The visitor route is one of the longest in any British country house open to the public and,
throughout, is carefully and expertly presented to speak to the artistic values of the current Duke
and Duchess. From the north siidll, a bold, polychromatic mhle floor leads your eye and
sends your body down a corridor lined with smadlesile oil paintings to emerge into a soaring

hall - thus begins the magnificence of the house proper. The ceiling and walls of the hall are
covered in 17tkcentury paintings, e@vealing veiled narratives to a classicdibined eye, or
showing off the skill of their executors with deceiving trompe l'oeil effects; the chequered floor is
L2t AaKSR (2 | KA3IK akKAyS: (Saacgafeiay3da (2 G4KS
windows and glazed doors open to a large internal courtyard which filters the sunlight to ensure
a softer atmosphere within. Contemporary ceramics group and nestle in the stately fireplace, in
chromatic dialogue with the bodies and drapery on the ceilimdjia dignified contrast with the
ornate, marbletopped tables that flank them. Then the route takes you along another corridor,
filled with statuary ancient and new, to the dramatic, Baroque private chapel, where a
contemporary, golelated, lifesized sulpture of a flayed saint, positioned in the curved apse of

the altar, reminds us of the beauty in our base corporeality.

The stately drama continues from room to room, up flights of carpeted stairs, along the
progressively private enfilade of the 17#thntury state apartments, in which hastled shoes

can ring out authoritatively. Then through the softly furnished, combbetaorridors bedecked

with 18th-century art and furniture, in which jewlgke curtain tassels demand as much attention

as the contemporary, wathounted pedestals crafted into ribbons from pale ash timber.
Eventually, you reach the landing above the lyeaak stairs, crowned with a glazed cupola, and
are met with a tripleheight wall of portraits: of individuals and groups, of family and of friends.
Yet this family bought and owns all that you have seen today, and these friends are monarchs of
empires. @ the landing wall is a largeghan-lifesize triple portrait of three, fashionable young
women almost casually arranged around a monumental urn containing an orange tree. Their
relaxed demeanour, rendered with a loose application of oil paint, successfiiskys the

grandeur of the other paintings. From here, you emerge outside the library, in the ante library,
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sumptuous library; the rich carpet in floral pinks and blues, plump sofas and warm light from the

many oversize table lamps invite only your imagination to selecobtiee hundreds of leather

bound books and settle down to read. Instead, the library at your back, you are permitted a view

down the length of the north wing, through a series of magnificent spacksoms and ante

rooms- and it is now through thesgaces that you walk.

From the ante library, into the diminutive, contained dome room, in which an installation of
contemporary ceramic cylinders converses with a kneeling and veiled vestal virgin across the
space in which you stand. Then, by spatial contrast, into the cagadiaurelvaulted great

dining room: the ceiling is cream and gilt and the walls are lined with red silk, the colour echoed
in the cranberry glassware at each setting along the enormous dining table. Towering silverware
along the centre of the table reacheip and almost touches the crystal chandelier descending
from the ceiling. More portraitsrendered in oil, with dark backgrounds and gleaming gilt frames

- dominate three of the four walls, while the fourth is commanded by tall windows, each
theatrically swagged in sumptuous fabric of reds and golds. Polished marble columns support a
Grecianinspired entablature to frame the continuation of your route. You pass through a short
but tall corridor, a door on either side and, above, a gallery, hinting apthetical, muscular
yIEGdz2NBE 2F (GKAa aLI OS a 020K | F2NN¥SNI YdzaA OAl y
tertiary function of the space as a respite from artistic opulence becomes clear as you move into

the Sculpture Gallery.

Lit principally from above by large skylights, their full potential carefully controlled by shutters
and blinds, the atmosphere is subdued and contemplative. The walls have been left as bare, matt
gritstone, detracting nothing from the luminous, pale, fafive sculptures arranged around and
through the long gallery. Lifelike, these range from reclining, mythical youths to portrait busts;
all are upheld by polychromatic marble pedestals and columns in yellows, deep purples, browns
and pale greens, that ses only to underpin the cool restraint of the total arrangement. Two
enormous, watchful lions, draped heavily on tall plinths flank another Grecian portico at the far
end of the room. You pass under their roaming eye and into the brilliance of the ordiaytijt

by daylight, as though granted leave from the underworld to enter elysium. Perhaps
appropriately for the 21st century, the elysian orangery holds the happy souls of shoppers;
inspirations that were ignited by the odyssey through the house atilleli into trinkets, books

and edible treats, and available to take home for a price. The orangery is the gift shop. You watch



your fellow travellers exit this glazed hall to regather their sense of place in the presence of the
expansive pleasure gardens. But you linger by the tills and the Chatgwarttied jams at the
far end of the room, waiting for your guide; you have a Edicket and your journey continues

beyond the public route.

Your guide arrives and greets you with a smile and a large bunch of keys. She leads you to the
side of the till to an enormous set of double doors that you had not previously registered. From
the impressive bunch of keys, she selects something closecyttindrical fob, uncovers the
keyhole and inserts it. A small green light indicates success, the burnished handle is turned and
you are led into a dim hallway with a wide staircase leading up to the left. Your guide locates a
light switch and, as the harsélectric bulbs flick into glaring life, you register a nhumber of
seemingly incongruous items: a clothes rail abutting a béxaddiator; a thin sofa cushion
sagging against a pair of enormous doors; a wooden crate covered in thick plastic, the roll of
packing tape left on top. Unconcerned by these, your guide begins the ascent of the stairs, her
shoes scuffing on each bare stone step as she leans on the polished wooden banister rail to
motivate her movement. You notice the quality of the banister, theblfaanewel post recalling

the columns in the Sculpture Gallery, the elegant iron spindles. As you reach the fiestdiatf

and the staircase turns, you clock the square window, made up of smaller sgnares glass,

but of thin Blue John marble, @apane unique in its pattern and colouration.

Now you are through an arch, on a landing stretching the width of the staircase. Another
staircase continues the ascent but you pause here, taking in yet more incongruous objects: a
leggy piece of historic cinematic machinery; a theatrical model box camgaperspectival
shutters consistent with Baroque set design; some library steps; mobility equipment. You notice
a patch of peeling paint on the wall, then, looking up the next flight of stairs, an enormous oil
painting, expertly and classically renderbdt now lacklustre and slightly sagging on its
stretcher. These stairs turn and deliver you to the top landing, beneath a gently-\eutid

ceiling. With no more stairs to climb, you catch your breath. You drift over to aldtugth
window to your mght and look down over the gardens and your former travellers from the house:
there they are, slouched in chairs and leaning over tables, sipping hot coffees from the outdoor
cafe. Your breath restored, you turn from the window to yet another set of gtanile doors,
rattling in their surround as your guide wobbles the key in the lock. She opens one without
ceremony, simultaneously remembering to flick the lightswitch which is inconveniently located

some feet away. Through the swinging aperture you senst¢her cavernous space and doubt



your eyes: in the gloom, at the far end of the room, appears to be a raised stage framed by a
moulded plaster and swagged fabric proscenium arch. The lights go on and the mirage is

revealed to be faithful. AlImost.

In fact, the proscenium and swagged curtain consist entirely of paint on canvas, stretched by
battens. Reaching to the ceiling and dissecting the room in two, it is another trompe I'oeil effect,
recalling the masterful wall paintings in the soaring paintkdll. Opposite the stage,
surmounting and surrounding the doors through which you have just come, is a gallery structure,
with two theatre boxes beneath, each extending in curves beyond the edge of the gallery above.
The timber, painted a bright white vhitarchitraves picked out in gold, is chipped in places and

at odds with the sumptuous red of the walls. Large windetg on either side of the room,

with modern blue blinds drawn to keep the harsher sunlight at-tbaye curtains and swagged
pelmets irred with gold braiding to emulate the painted curtain of the stage. Between these, on
the right hand wall, is a large fireplace, surrounded in veined, white marble and fitted with a
decorated iron grate and low, wide fender. On the ceiling, a patchwaglkiof, blank rectangles,
separated by sumptuous decorative panels, speak of the large paintings which once occupied
their spaces. Two circular, foliated light fixtures occupy the central line between these gaps,
surrounded by painted roundels in which gegpentine emblem of the Cavendish family can be
identified. The second of these roundels is abruptly segmented by the line of the proscenium, and
closer inspection reveals the ceiling to continue only a short way beyond the proscenium, from
which pointi has been removed, revealing the floor joists of the temple attic above. Attached to
these, and to the walls of the stage space, are various pulleys and cleats, from which hemp ropes
sometimes dangle or strain. It is difficult to discern these older tloahiobjects from the more
contemporary interventions that have been madaack curtains of varying synthetic quality,
modern stage lights clamped to metal scaffolding pelest what is clear is that this is, or was,

a fully-functioning stage. This,isr was, a theatre. Was it?

The incongruity of this room and the stark contrast of its appearance to the careful, artistic
presentation of the rest of the house raise a host of questions. To begin with, how should we make
sense of this space? It is not on the visitor route, not nygatiesented to the public today. There are
clues that it may once have been as opulent as some of the other spaces in the-libegearble

newel post, the Blue John window, the highly decorated ceilimgt it has been left to fade; it is no
longer a piority. It is difficult to reconcile this room with the rest of the building. However you navigate

the mansion, this room is located at its very end and almost at its very top; it does not seem to belong



to the suite of magnificent rooms seen in the rest of the north wing. It is theites yet there are
elements of it that do not conform to general theatre design: the proscenium interrupts the ceiling,
there is a fireplace on one side, windows line thalitorium. What was the room created for? How

does it fit within the house? How has it changed over time? Who is responsible for changing it, and
why? Is it an anomaly in country house design? Do other houses have theatres? If so, and also if not,
what can this theatre in this house offer to wider narratives of country house histories and country

house life? What does it tell us?

This thesis is the product of a collaborative project initiated by a series of people asking these same,

or similar questions. The project was drawn up by the Collections department at Chatsworth with
partners at the Universities of York and Sheffield, hnilds on the success of supporting a previous

cohort of three PhD projects which sought to understand more about servants and staff in the house

and on the estate from the 18th to the 20th centuriés with the previous cohort, it was conceived
asoned (62 AY(iISNO2yySOGSR NBaSIkNOK LINeB2SOiGazr oz2il
north wing, from its genesis in the 1820s through to today: one project concerned with the Theatre,

and one the archive (referred to henceforth as the Devonshire CmltecArchive, or DCA), which is
predominantly stored onsite in the north wing. This context indicates a desire for Chatsworth to
uncover hidden histories across the site, to understand how building and collecting at Chatsworth
have contributedtotheest& Qa A RSy dAGez FyR (2 §SINY K2g 020K
development of the north wing specifically. There is an implicit and mutually agreed understanding

that research for this projecshould support Chatsworth in these endeavours, and a collaborative
approachlies at the heart of how this project has unfoldddhus, the following research questiosust

as my project guide:
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2. What role does the Devonshire Collectsofrchive play in uncovering narratives and voices
NBfFdAy3a (G2 /KFEGag2NIKQa GKSFGNBK
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country houses more broadly?

4. Finally, how might the findings from this projestipport or inform/ K| G & ¢ 2 Nari&, Qa O dzNJ

engagement and collaborative strategies in the future?



1.2 Context

1.2.1 Background to Chatsworth

Chatsworth is located in north east Derbyshire, in the Derbyshire Dales area of the Peak District
National Park. The estate comprises the house, former stable bloclgct6arden, and a 1,82itre

park. Within this park are the estate villages of EdenBilsley and Beeley and the estate hamlet of
Calton Lees. At the northern edge of the estate, abutting but outside of its border, is the small town
of Baslow, and to the west lies the market town of Bakewell (fig. 1.2). Today, the house, many of its
collections, and the estate are variously managed and promoted by a trust, The Chatsworth
Settlement, established in 1946 in response to the challenges faced by the Devonshires in light of an
economicallystretched postwar climate and high death duty taxatipand a charity, the Chatsworth
House Trust, established in 1981 for public ber(@fite Chatsworth Settlement 2023)

Baslow

Chatsworth
House
Edensor

Bakewell

Calton Lees

Rowsley

Figure 1.2 A plan of the Chatsworth Core Estate, clearly showing the relationship between the estate boundary
- marked in red and the local towns and villages. Image from @teatsworth Whole Estate Pléhhe

Chatsworth Settlement 2023, .9)
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The historic relationship between Chatsworth House and the wider estate forms one of the threads
through this thesis. However, while figure 1.2 illustrates the core Chatsworth estate as it stands today,
the Devonshires variously own and have historicalyned, built or developed significant land

holdings, businesses and property beyond this boundary, both locally within Derbyshire and further

afield. Therefore, they have and have historically had vested interests in places and communities

A % 4 A x
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interests. These wider interests have ranged from private, personal arrangements to significant

business and urban planning ventures, and have fluctuated over time according to socaramic

and political circumstances and the individual concerns of the incumbent Duke and his family. The

following overview of the development of Chatsworth and the key people and properties associated
with it adopts a traditional, chronological, patniéal and broadly art historical perspective on one site
and, predominantly, one branch of one family. It is a whisttap tour through the headlines to furnish

a reader with the scantest history of the estate and an idea of where else, apart from Chhtsive
contemporary landowner might be spending their time when in Britain. However, it would be
inauthentic to the detailed approach of the rest of this thesis and its interest in the porousness of the

house and estate boundaries not to alert a readerttie existence of an idiosyncratic relationship

0SG6SSYy / KIGag2NIKQa KAaAG2NRAO RS@St2LIYSyd |yR

As with so many stately homes, the story of Chatsworth is traditionally told through its wealthy

landowners and their relationship with art and architectural design (a lens discussed further in 1.3.2

Architecture,et6 @ | Yyt A1S a2 Ylye 2G0KSNJ adlriSte K2vySa:z

remains, by virtue of patrilineal primogeniture, with her direct descendants. The origins of Chatsworth
House are closely linked to Elizabeth Talbot, Countess of Shrewsbui$p41/221608) - more
commonly knowras Bess of Hardwiekvho, with her second husband, Sir William Cavendish, bought
the manor of Chatsworth, built the first known house on the site and established the Cavendish family

line, descendants of which still own (within the terms of the trust ndrabove) and live in the house

today. Bess was also responsible for the construction of Hardwick Hall, located 13 miles southeast of

Chatsworth, and today widely considered one of the finest extant examples of an Elizabethan prodigy

house. Hardwick remaimkein the ownership of the Devonshires until 1957, when it was donated to

the government in lieu of death duties and two years later transferred to the care of the National Trust
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and, while Hardwick remained for the most part unaltered, it was Chatsworth that was
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William Cavendish, 4th Earl and 1st Duke of DevoaghB411707), both in response to a fashion of
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the time for country house building and because the original house was deemed structurally unsound
(HardwickKulpa 2025)Though much of the ground floor plan of the original housgyanised around

an internal courtyard was retained, almost every other part of the house is understood to have been

rebuilt, to the extent that the main block of the house seen today is demo originate from the
LISNAZ2ZR 2F G(KS mMald 5d21S 0FAIP MPo0d 5dNAYy3T (KS wm:
property on what was to become Picadilly in London, renaming it Devonshire House. Though
Devonshire House was rebuilt in 1733 f6 2 6 Ay 3 | FANBI Al 06SOlIYS GKS

residence until its sale in 1919, following which it was demolished and the site redeveldaEy
2020, 13)
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https://www.chatsworth.org/visitchatsworth/chatsworthestate/art-archives/devonshire

collections/paintings/viewof-chatsworth)).

The next significant phase of development at Chatsworth was instigated by the 4th Duke of
Devonshire, William Cavendish (172064), who predominantly undertook changes to the park and
gardens, and commissioned the construction of the extant stable blodklze old north wing, later
remodelled out of recognition, as discussed in Chapter 2. The 4th Duke fundamentally altered the
relationship between the house and its surroundings by changing the approach to the house to come
from the west, razing the histar arrangement of Edensor (visible in the upper left quadrant of fig.

1.3) to accommodate the new approach, and enclosing the land west of the river to become parkland.

10
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1754) brought both significant art and architectural collections to the Cavendish family and a number
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union came Lismer Castle in County Waterford, Ireland, Londesborough Hall and Bolton Abbey in

Yorkshire, and Burlington and Chiswick Houses in and outside London, respéctively.

Spending more time at their other properties, William Cavendish, 5th Duke of Devonshire (1748
1811), undertook only internal redecorations to the house at Chatsworth. However, he made changes
to the wider Devonshire holdings by selling Burlington House @avendish relation and expanding

the villa at Chiswick. Nonetheless, by 1811, when William Spencer Cavendish came to inherit the
dukedom as the 6th Duke of Devonshire, he took on the estate of Chatsworth much as the 4th Duke
had left it, and a clutch ofther important estates, many of which would have been considered
notable financial and hightatus assets on their own. Chatsworth House, gardens and parkland were
beloved and altered significantly by the 6th Duke in the first half of the 19th centurwilAbe
explored in detail in Chapter 2, he commissioned the architect, Jeffry Wyatt (renamed Wyatville in
1824, and knighted in 182@.instrum 2004) (17661840), to remodel significant parts of the 1st
5dz1 SQ& K2dzaS FyR (2 O2YL}X StSfé& NBodAtR GKS niK !
1851) (1803L865), the 6th Duke continued to rebuild the village of Edensor, begun by the 4th Duke,
andremodelled the pleasure gardens. Over the course of his life, he demolished Londesborough Hall,
subsequently selling the estate, made significant alterations to Lismore Castle, and purchased a newly

built Regency house in Kemp Town, Brighton.

WSYIFAYAY3 dzy YENNASRE |yR O2yaSldsSyidte O2ftf 21l dz | f
Devonshire instead cultivated a marital union between his héist cousin once removed, William

Cavendish (180&891)- and one of his nieces, Lady Blandheward (18121840). Hailing from a

different branch of the Cavendish family, the 7th Duke brought into the Devonshire holdings the
properties of Holker Hall in Cumbria and Compton Place in Eastbourne, East Sussex. With little
attachment to Chatsworth, th&th Duke spent minimal time there, instead developing the coastal

town of Eastbourne and investing in business ventures at Baimmdwurness, near his preferred

country residence of Holker Hall. Following one of the most significant phases of develapnitent

1 However, due to legalities around the inheritance and the premature death of Lady Charlotte, these
properties were never in the possession of the 4th Duke, but passed automatically to thdaofinsson, the
5th Duke of DevonshirgHaley 2020, 21)
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history, then, between the death of the 6th Duke in 1858 and the death of his successor in 1891,

| KIGag2NIK NBYFAYSR NBfFGAGSt & dzydzaSR | yR dzy RS@S
heir, Spencer Compton Cavendish (183®8), inherited Chatswth and the dukedom at the age of

58, and eight months later married his contemporary Louisa Montagu (née von Alten), Dowager
Duchess of Manchester (183®11), a union that resulted in her becoming known colloquially as the
W52dzof S 5 dzOK S 3th Due andDHcEasK SnMigoratiédKChatsworth, installing electricity
throughout the house and hosting higitofile seasonal entertainments on a grand scale that
prompted the installation of the stage in the Theatréhe room with which this thesis is ipnarily

concerned. Though only in ownership of the estate for around 15 years, their social investments in
Chatsworth have had a legacy that has withstood the hardship endured by subsequent generations of

Devonshires in the face of two world wars.

2 AGK2dzi OKAf RNBY 2F KAa 26y> (KS yiK 5dip8BRa adzOc
6488 ' LIWSYRAE '0d hy GKS yiGK 5dz21 $Qa RSIFGKSE | 2f 1 ¢
and remains in the ownership of a separate branch of thee@dish family today. The 20tentury

history of Chatsworth is punctuated by two world wars, inherited financial debt and national changes

to the taxation system around death duties. Thus, while the 9th Duke and Duchess (Lady Evelyn
Fitzmaurice (18701960)) undertook necessary refurbishments at Chatsworth when they took over in
Mpny X F2ff26Ay3a GKS CANBG 22NIR 2FNtFIEG2Yy Q& DNJ
and destroyed, and significant rare book collections, Devonshire House and Chiswgk were all

a2t R® ! FUSNI I LISNA2R 2F FAGOS @SIFENBR fADGAY3I AYy hil
DSYSN}rft 2F /IFyFERIFIET G4KS 5d21S FyR 5dz0KSaa tAGSR |
in 1938. The Dowager Duchess Evelyn redmtto Hardwick Hall to allow her son and daughier

law, Edward Cavendish (182950) and Lady Mary Gascoy@ecil (1898.988), to take over as 10th

Duke and Duchess. With war breaking out in 1939, however, Chatsworth was given over to housing a

3 A NdhablGromaWales, Penrhos College, who relocated to Chatsworth when their buildings were

taken over by the government for the war effort. The school used almost all the rooms in the house

and many spaces across the estate to undertake their regular eduedhtactivities(Park 1994; Calf

202)® ¢KS wmMniK 5dzl $Qa &2y FyR KSANI gl & 1AffSR Ay
ddzRRSyfte& | yR dzySELISOGSRte Ay wmaopnd 2KSy dKS wmni
2004), and his wife, the Hon. Deborah Mitford (192114), inherited the Dewvtshire lands and titles,

GKSe faz2 aKz2dzZ RSNBR 'y dzyLINBOSRSYGiSR NIXiGS 2F RS
In a bid to consolidate the estates and pay off the debt now owed to the government, the 11th Duke

and Duchess gave Hardwick Hedtl some of the most significant pieces of fine art and rare books to
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the Treasury in lieu of cash. They also sold a number of other assets and thousands of acres of land,

leaving the remainder in the ownership of the Chatsworth Settlement.

However, with this consolidation came a rejuvenation of Chatsworth. Duchess Deborah, in particular,
is credited for turning the tide of fortunes for the Chatsworth estate in this period, principally by
establishing a number of businesses and leaning intee& of Chatsworth as a destination for the
visiting public Over time, Duchess Deborah converted the Orangery into a gift shop, established the
Chatsworth farmyard to educate visitors on the topics of farming and food production, and opened
the farm shop in Pilsley to sell produce from the estate. The gift sheg asange of furniture to
display its wares which was made by the estate carpenters. Spotting an opportunity, the Duchess
offered copies of this furniture for public sale, and its popularity resulted in the establishment of a
furniture workshop which supprted the estate carpenters and contributed financially to the wider
estate. Though they have evolved to meet ongoing challenges and respond to a shifting culture of
country house visiting, all of these businesses thrive today. On the suggestion of aseleoviey John
Oliver (19472024), the former Comptroller of Chatsworth, the 11th Duke and Duchess were also
responsible for reinvigorating the Theatre in anticipation of screening the film adaptatiBridd &
Prejudice(Wright 2005) part of which was filmed at the house. Until that point, they had used the
Theatre as a discrete exhibition space for the display of social history objects-off@éhibitions. It

is likely that much of the appearance of the Theatre tod#ye white and gold boxes, the curtains,

and the modern technical interventions, in particulare the result of this 200@ 1 p dzLJRF G S @

The 11th Duke and Duchess also invested in the fabric of Chatsworth House, installing central heating

and modernising some of the private apartments, including the installation of new bathrooms and the
necessary attendant plumbing. However, when the 12ttkkéand Duchess, Peregrine Cavendish (b.

1944) and Amanda Heywoddnsdale (b. 1944), took on the title and responsibilities of the peerage

in 2004, a survey and firsiand experience of living in the house revealed significant necessary repairs

to the man services. Further consultation also identified substantial barriers to the visitor experience

YR NBO2YYSYRIGA2Yy A FT2NJ O2yaSNBAY3I | yR adzadl AyAy
improvement project was begun. At a cost of over £322¢fi F YR aLJl yYyAy3d &a2YS wm
al AGSNLI I yQs a GKS LINRP2SOG 6Fa RdAdz6SR=E KFEa 068§
the house by the 6th Duke in the 1820s. The Masterplan saw, among other significant changes, a
complete replacement of th& 2 dza SQa LA LISEg2N] X OFotAy3d FyR fAIKIDG

2See Tinniswood 2021 for further information on how other country houses responded to thevaost
tourism climate.
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such that the main visitor route is now wheelchaocessible; the conservation of the stonework in

the internal courtyard, any replacement for which came from the original quarry which was reopened

for the purpose; and, major repairs to the roof, incluglihe replacement of over 3,000 square meters

of lead. It was in anticipation of the repairs to the lead floor of the open Belvedere that prompted the
removal of the paintings from the ceiling of the Theatre beneath. During their removal, it was
discoveredi KI i G KS LI AydAy3aQ FAEGAINBE 6SNB dzyazdzyRX

to be far more costly and complex than their removal.

In an unprecedented move, at the time of writing, the 12th Duke and Duchess are in the process of
relocating to a house in Edensor in order to hand over strategic governance of Chatsamdttheir

living quarters- to their son, William Cavendish (b.68%, and daughtem-law, Laura Roundell (b.
1972), within the lifetime of the 12th Duke. Lord and Lady Burlington, as the future Duke and Duchess
are titled, have already overseen the establishment of a-foofrofit arts organisation at the
Devonshire poperty of Lismore Castle, and it is likely that they will wish to make their own mark on
Chatsworth. Having already shown support for the pufaiting outcomes of this PhD project, and
with a desire to open up more spaces of the house to visitors, tiseaefoundation to hope that this

GKSaArAa oAff AYTF2N¥ | NBySglf 2F / KFIGlag2NIKQa ¢KSE

1.2.2 Literature on the Theatre at Chatsworth

Within the narrative of the evolution of Chatsworth, as outlined above, the Theatre has occupied an
outlying position that reflects its location in the House at the end of a wing and beneath the mere eye
catching Belvedere. Accounts or mentions of the roappear in a range of both published and
unpublished sources to varying degrees of detail, but the authority with which certain, inaccurate
accounts have held over later, more accurate ones have conspired to conjure something of an enduring
mystery aroundts evolution and historical use, which I hope this thesis in its entirety will thoroughly
redress. Here, | aim to map out where and how these inaccuracies have arisen through the principal
a2d2NOSa 2F AYT2NXNIGA2Yy 2y [/ KDEEABRNIBQ®H2 NKSR YN &
Theatre has been a significant touchstone for this thesis, and | will therefore explore it in more depth,

drawing out contextual information pertinent to the rest of this work.

¢KS GSEG (2 6KAOK a2 YdzOK aO0K2f | NBKALI 2y /Kl (G&aga2
History of Chatswort1949) shortened and republished as a handheld guide to the house under the
title, Chatsworth A Short Histarin 1951. Thompson was Keeper of the Devonshire Collections for over
30 years until his retirement in 1953 and the subtitle of his earlier publication reveals the authoritative

32d2NDS FTNRY 6KAOK KS RNBgZ WoSAy3d Qa Kdzhsllie 2§ yi
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same handbook to which | referred in 1.1 Introduction. In both histories of Chatsworth, Thompson
RSaONAoO0Sa GKS NR2Y 6KAOK y2¢ K2 dzaHaddbodkKE WKKES i N
BanquetingorBalN2 2 YQT o6dzi AlG 61 & FTAGGSR Fa || ¢KSFGNBI 4
hyteée Ada yIYS (KHompsonm $951 106y¢hileyfig BoRe@ and gallegye consistent

with the early phase of construction of the room in the 1830s (a topic | explore in detail in Chapter 2),

the stage was not installed until the 1890s (see Chapter &) evolution of use that this thesis

examines and which is central bothtoR(S NE G F YRAY 3 [/ KIF 1ag2NIKQa 246y KA
to validating the ongoing wider practice of private theatricals through the 19th century, a central issue

discussed in the Literature Review (1.Bi&ertainmenj.

LG G221 20SNIpn @SIFENR TFT2NJ ¢K2YLJA2yQa YAaaidll1S a2
5dz0KSaad 5S5S02N) KQa HahdbgoE NBARIAK FE t 62 (KBt AaKSR Ay
permanent stage, proscenium and complicated pulleys to manage the backdrops are thought to be of

0 KS M@agendist2002, 228lowever, by this time, both a seminal text on private theatricals by

Sybil Rosenfel(L978)(covered in 1.3.Entertainmenj and a definitive biography of Jeffry Wyatville,
FNOKAGSOG 2F / KIGaAg2NIKQa y2NIK gAy3ds KFR 0SSy L
the stage was contemporary to the original fit up of the ro@omstrum 1972, 158)Such was the
O2yFARSYOS 4A0GK GKAOK 2@l 0@AffSQa o0A23aANF LIKSNI LI |
the painter of the proscenium arch and front cloth to be John Crace, the artist responsible for the infill
RSO2NI A2y 2y G Kd) Eiasiratingly,Sdespite Bethd ivell yaidare fithe later
installation of the stage, in the earlier editions of her account, Duchess Deborah fails to mention it

(Cavendish1987,196) f S gAYy I ¢K2YLA2yQa YAaidl{1S G2 SyRdz2NB(

,SGx SoSy | OFadart SEFYAYyLFLGA2Y 2F GKS LINRAOSYyAdz
OSAfAY3I O0SKAYR AdG G2 0SS 2F I tFGSNIRFGS GKFYy GKS
crudely interrupted by the cuaway. So, why dilhompson immersed in the spaces and collections

of Chatsworth for decadesmake such a misstep in his assertion? The principal cause likely lies in the

playful ambiguity of his source material. In kiandbook the 6th Duke describes the room that now
h2dzaS&a GKS ¢ KSI (i NB Soord, Kydgane caldd Banquetdipdnii 6 Setter, ithe

NE2Y (G2 YIFE1S I NBg Ayod Li EavenBishild34rlbe goesoidtS G KS|
a0 4S8 GKFIGYX WoiBKS LINAGIFGS o02ESa 2210 looSIN®a BB t 1y
G2 SELIXFAY (KIFIiZ Woled GKS vdsSSydua ol tftx LXK GT

was suppressed, the recessyel FAf f SR A GK RNI LICARENdishA844 KIBG S G A
117) It is possible that, taken with the presence of the stage at the time of writindHisi®ry,
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¢K2YLAZ2Y AYUISNILINBISR (KS 5dz1 SQa SodzZ t ASydi RSaONR
literally. Certainly, he could accurately infer that the boxes were a creation of the 6th Duke, and he

may have conflated all the uses of the room to whilhe Duke alludes into one fixed space. There is

also a possibility that Thompson interpreted the raised platform, erected on the occasion of a visit by
Queen Victoria to Chatsworth in December 1843 (DF4/3/2/6), as the stage which stands today, since
both2 OO0dzLle GKS sSaid SyR 27T (K SorNBverg of the Rrgdhngazh NE § K
FG GKFG SYyRe® L StlFro2NrGS Ay RSGIFIAf 2y (GKS cliK 5c¢
Fo2@S FtEtz gKIG A& Of SlisibldiskHdPany intefor2tafibdioRaybGiltispateh & | LILJI

ought to consider the space itself alongside any historical documents pertaining to it.

LG 61 a&a GKNRAAK |y SEFYAYlLGA2Yy 2F 020K (GKS SEGLY
the archival documents that related to it, that theatre historian, David Wilmore, came to recognise in
Hnnp GKS o0F&aA0 OKNERYy 2t ardthe siyificande 6f tha scenig Siaeka ThRU S £ 2 L
LJdzo f AAKSR GKNBS &SI NB FTFUSN 5d20KSaa GEdrgNe KQa f
YI3FTAYS KF& FNHdzrofe KFR Y2NB O0SFENRARy3 2y @O f dz
5 dzO K S &tinengi(WilmBre 2005) With a background in Victorian stage machinery and historical

stage functionalityfWilmore 1989, 2025 Wilmore was able to contextualise both the historic scenery

and painted proscenium arch as rare survivors from the studio of William Hemsley12&8) and

the existence of the stage itself as compared to contemporaries at Capesthorne Hall, Cheshire, an
Craigy-y2a Ay t2geas 2FftSad Ly &2 R2Ay3IsT 2AftY2NB OF
a0l 3Sz tye tAY3ISNAYy3a O2yFdzaAz2y RdzS 2yfteée G2 GKS I
history.

An Important Piece of Research

2 Af Y2NBQa | NI A Of.%h-canir® cedteXt?of the Whedir& &hd, fislsukl$ testifies to the
common practice of private theatricals through that century and the frequent adaptation of existing
buildings to house them. It is this same phaseativity with which the most comprehensive work on

[ KFGag2NIKQa ¢KSFGNS G2 RFEGS RS Privaterand Amateud G S NA
Theatricals at Chatsworth House, 18B814, submitted by David Coates in 2010. Coates included a
sample of this reearch in his subsequent PhD thesis, completed in 2017, which expanded both the
temporal scope and subject of his earlier work, covering various arenas of amateur theatre through
GKS Wwi2y3Q wmopildK OS {CohaleblP0I7)HE NRydNg resegrah inihds fielddavtime
University of Warwick makes a significant contribution to the study of historical amateur theatrical

practices and, as such, is considenedre broadly withirthe Literature Review (1.3 Bntertainment
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and 1.3.5 Archivgs This section is concerned only with his findings as presented in his 2010

dissertation.

Ly a42YS ¢gleéasz /2FriSaQa RAAASNIFGA2Y | RRNBaaSa Yl
However, due to a turnover of staff at Chatsworth, the existence of his work was overlooked when the
outline for this project was initially drawn up. Hagirediscovered his dissertation, my research project

partly evolved in response to what he had covered to avoid duplicating his findings. Therefore, this
GKSaAra O2YLX SyYSyida /21GSaQa NBaSINOKzZ odzi AdG | f
the main, draws on different source material to contribute an entirely original perspective on the
Theatre at Chatsworth by virtue of its methodology and epistemological point of view. Furthermore,

this project has had the advantage of time and a collabeeatlationship with Chatsworth, permitting

deeper explorations of both the Theatre itself and the archive that tells some of its story.

| 26 SOBSNE |a | NBadzZ G 2F GKAa GKSaxa aLlsSEF{Ay3a G2
Coates outlines that is useful to be aware of when reading Chapters 3 to 5. | would like to draw a

NEFRSNRa FdaGSyaAazy G2 tisthe2widedculdieroOazatéuNderformadSedni & Y (|
GKAOK / KIGag2NIKQa mydna adlF3aS gl a AyadlttSRY Iy

productions produced thereon.

Addressing the first point, Coates locates the ksgditus Chatsworth theatricals in a wider, but local

context of visual and entertainment culture and amateur performaf2@10, 3147). This culture

included educational exhibitions that employed theatrical tropes to entertain visitors, penny lectures

and penny readings, the latter constituting miniature concerts with varied programmes, including the
performance of entire, onact playsPenny readings brought together a variety of performers from

across the local middle classes, including tenants and staff from the Chatsworth estates, and Coates
characterises these events as entertaining ways to spend time with friends and acquairftartes

pleasure of a similar audience. Coates further identified a significant history of dramatic activity taking

LX F OS Ay GKS /FNNARIFI3IS 1 2d2asS Ay GKS / KIFIGag2NIK &ai
by nieces and nephews of the 8th k& as well as local and estate residents. The instances of amateur
dramatic activity identified by Coates testify to a rich and sustained culture of performance, enjoyed

08 | ONRBFR Nry3asS 2F t20Ff &a2O0AS(e anadglablyiese@k (KS

to belong.
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The second aspect of Coates research | wish to highlight here is the role of Leo Trevor in the
YEYFISYSYylG FyR LISNF2NXIYOS 2F [/ KFEGag2NIKQa GKSI(
CNB@2NI Ay NBflIGA2y (2 GKS ycdemghagsnrentyhhis pedioddvhick T / K I
complicates the ways in which country house and estate life are so often presented. However, since

Y& NBaSIFENOK A& Y2NBE O2yOSNY SR g Al K-agtlsined Saatest N ¥/
has already writtet 6 2 dzi ¢ NB @2 N & - | N@nbtSlischisyg hind ig detail. Th&afdiieKhere

L adzYYINRAS /210S3aQa FAYRAy3Ia 2y ¢NBG2NE o6& ¢l &

In many ways, Trevor can be seen as a g@ofessional playwright of the period, as well as the chief

2NHI YyAASNI 2F (GKS LISNF 2 Ndasdyphvatetheatricals infokheér 2ediek Bis G K S |
play,Doctor Johnsagrpremiered at Chatsworth before going on to be performed in the public theatre

by the company of Arthur Bourchier, and he wrote further plays both for Chatsworth and for the
commercial staggCoates 2010, 901 LG A& Ay y2 avYlfft LI NI GKIF Y]
NEO2fttSOlA2ya 2F [/ KFEiag2NIKQa GKSFAONROIfa GKI G
undertaking, and the anecdotes included therein remain potent for the detail and colour they provide
(Trevor 1898,1908) C2NJ KAa NRfS Ay 2NBIFIyAaAy3ad [/ KFdag2NhK
toanactorY I Y 3SNE 20SNESSAy3 (GKS &St SOGAz2ys OFaiday3
published writings support this view. He was also a regular perform#reé same programme, and

newspaper accounts testify to his role providing a comic counterpoint to the more traditionally
dramatic performances of his female-stars. By tracing their points of professional intersection,

Coates proposes that Trevor waspensible for bringing in the stage manager, Alexander Stuart, to
2PSNARSS GUKS Y2NB LINI OGAOKE FawsSoda 2F [/ KFGasg2z2NIF

of Chapter 3 of this thesis expounds.

/2 SaQa al AGdSNA RAAZASNIIGAZ2Y O20SNAER aAAIYATFAO yi
Mydna YR mMmpnnada YR Aad NBO2YYSYRSR | a | dzaST¥dz

I NIAOEf S |1 26SOSNE (KAA KDPROIZARAY y(Ii 08y i REH (I BRIBO AR K
previous life, from the circumstances of its inception to the contexts in which it functioned. An ongoing

lack of scrutiny of this earlier period risks perpetuating the myths and misunderstandings put forward

by TR YLIA2Y YR NBAYT2NOSR o6& adzoaSljdsSyid GSEGaz | &
place in the house more broadly, we need to attend to its origins. Furthermore, with a principal focus

on the perspective of the Duke and Duchess of Devonshire, fdraity and aristocratic guests, there

remain significant gaps in the lai®th-century research presented by both scholars, not least a
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meaningful representation of those that worked backstage and a consideration of how the theatricals

intersected with broader themes in country house scholarship.

I 1Se RAalGAYyOlA2y o0S0G6SSy /2FGSaQa I LIINRBIFOK | yR
NEFSNBEYyOS (2 2dzNJ NBALISOUAYS RAAOALIE AySas | foSA
work is rooted in Theatre History, with an historiograghnpadly drawn from studies of texts and
performance, this thesis is born from Buildings Archaeology and is more concerned with understanding

the Theatre in its architectural and spatial contexts of the country house, and how these speak to
country house Istories and narratives. As such, and influenced by the availability of material in the

I NOKA@GS 40 [/ KIFIGag2NLK a ¢Sttt a GKS O2yidSyd 27
consider any onstage actione. the repertoire, the players, or éhprocesses connected therein, such

as choosing, writing or casting the plays, or the ways in which they were rehearsed.

However, there are some terms and practices relating to onstage action that this thesis does mention
- and has mentionedthat bear elaborating on. Charaddableaux vivant@and private theatricals, as

they were undertaken through the 19th century, are forms of performance entertainment that have
broadly fallen out of common theatrical or parlour practicar evolved beyond recognition. It would

be useful here to explore tliepractice so the reader can picture the extent of involvement, both on

and offgage.

1.2.3 Charades, Tableaux Vivants and Private Theatricals

As mentioned at the end of the previous subsection, charadéseaux vivantand private theatricals

were all variously employed as forms of performance entertainment in country houses throughout
the 19th century, including at Chatswortboth in the Theatre and elsewhere in the House. The main
body of this thesis is not concertevith onstage activity, and the study finds that the use of the
Theatre at Chatsworth changed through the course of the 19th century, with performance
entertainment constitutingonly part of that use. However, the discussions and arguments put forth
are predicated on a general understanding of charatisdeaux vivantsand private theatricals that

has been gleaned, in the main, through immersion in the archive at Chatsworth and contextualised
through some secondary and primary printed sources. Some of the findings in this thesis therefore sit
on a bedrock of and drawfrom - basic knowledge of these performance forms and their possible

scope of demands on human, spatial and miglleresources within the country house context.

The process of learning more about these forms of performance entertainment identified a gap in

their explanation between basic dictionary definitions and a scattering-dépth academic articles
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that problematise individual case studiBurthermore, as | touch on in the Literature Review, rarely

do articles springing from the field of Theatre Studies attend to the practical or technical
circumstances of historic private performance forms. Such a gap risks being filled with assumptions of
the demands of each form in the country house context. Therefore, | venture that it is helpful for a
reader to be equipped with a similar level of understanding as | am to know what knowhedegel

am drawing from. However, with only the scantest schglaesources to explain the practical
circumstances demanded by each performance form, it is necessary to draw on primary material from
the Chatsworth archive to establish this. The following subsections therefore discuss each form
individually with referace to original research, as well as the available secondary source material, and
they are presented in the order in which they come into the story of the development of the Theatre

at Chatsworth.

Charades

The charades we know today, wherein a player must silently act out each syllable of a word or phrase
and have each guessed in turand in completion by the remaining party, are a shadow of their
19th-OSy G dzNE F2NBEOSIH NP CNE VIBRS Oy dNi RS a20NIo0 KOS NESI 6\ 3/ d
in British domestic contexts, forging a form of private performance that was new to the 19th century
and distinct from its French counterpart, which remained a purely literary or verbal form of riddling
wordplay(Bryan 2002, 32)As with the game today, British acted charades required the performers
to act out the composite syllables of a word and have their audience deduce the word as a whole.
However, each syllable was performed as a spoken, scripted scene, with a numbereos jdking
on the various characters required. Each scene need not be related to each other in tone, period or
style, but the final scene represented the word in its entirety. Emily Bryan describes acted charades
Fas W KEONAR T2 NWIEKIREF ARND I2N021B NI RS EBi0fites
through the process to stage them: charades in this period might be devised and written by the group
of participants, as a means to demonstrate playful wit and exercise authorial abilities, or consist of a
rehearsed staging of ag@iscripted performance. Publications of charade dramas to aid with the latter
approach became available from the middle of the 19th century, and these often included tips on how
to stage them. An 1860 publication concedes that the convenience of a raégpdand its attendant
fittings may not be available to all its readers, in which case,
WOoiB8KS o0Said FtEGSNYIFGA@GS oAttt 0SS Ay Fy | NNIFy3
proscenium, with two large ones, running upon a rod, for an act drop, meeting in the

centre of the stage, and to be drawn to and fro by a person on each side. Thedasek

3 See Bryan 2002, Campbell 2019 and Jordan 2019, all of which are referenced in the following sections.

20


https://www.zotero.org/google-docs/?69E4ny
https://www.zotero.org/google-docs/?2goTew

may be formed by other curtains, to open in the centre and at each side, or more simply
o (g2 fINBHS aONBSyasx (GKS fl1aid TFRddrdg 2F 6KAOI
1860, 4)

The writer of this advice also suggests that a sign may be suspended from one of the curtain rails,
detailing the setting of the scene, avoiding the need for elaborate scenery. The specificity that this

writer gives in the best materials for the curtaisseixplained by the cautionary relaying of an incident

AY 6KAOK | 3l dzad S OdzaNIit Ay OFdAKG FANB RdzZNAyYy 3 OKF
¢tK2dzaK GKS gNRGSN) adldSa GKIG GKAa gl a OFdzaSR o
chanSt ASNR OAOAR®DPOET AdG o0S3a GKS [jdzSadAiazy Fa G2 Gf
extent to which the performance of charades borrowed conventions of the public stage. Certainly, the

advice given above alludes to a preference for a forrhalatrical setup with a raised stage, a
WLIINBAOSYAdzYQ FyR OdzNIFAya | @FAflrofS (G2 NBS@SIE S

At Chatsworth, charades formed a common part of the entertainment on offer to guests of the 6th

Duke of Devonshire, and snippets of accounts from the archive and primary published sources shed a
little more light on what the staging of such activities ilwaal. In his privatehpublishedHandbook of
Chatsworth and Hardwiclkior example, in reference to the Drawipom, the Duke states that,
YOKBSNE 6SNB | OGSR ydzySNRdza OKIF NI RSayY a2YSiGAYSa
the table at which & R A(@aSeRdish 1844, 53This account not only suggests that a curtain was
deemed a necessary part of the agt and a raised stage was not, but that a room in which dining

took place was regularly turned over to the performance of charades. The construction of the Theatre
through the 1830s, howeverrexplored in depth in Chapter-2ffered a more dedicated space in which

to perform and can be seen to represent something of an evolution towards theatrical formality. At

this point, a dais was also constructed on the occasioKdf NI RSa > O2y F2NXAYy3I (2

recommendation that a raised stage be employed.

The use of costume and stage properties appears to have struck a similar balance of improvised
contrivance and formal theatricality. Princess Victoria, the future Queen of England, recorded in her
RAFNASA g1 GOKAY3a (GKS OKI NILsRSangifcludey Buatkréobd skEtdh Q |
2F (KS S@SyiG 6FAIDP modnud 2KIG &aKS RSaONROoSa | a
1832) appear from her illustration to include a number of features of historical dress (for example, the
men are vearing doublets and slashed hose) alongside contemporary clothing (the woman on the far

right of the image wears a dress consistent with those typical of the 1@@wards 2019, 8D)
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Meanwhile, with regard to stage properties, the Duke recalled the unfortunate circumstances
ddZNNR dzy RAy3 GKS RFEYF3S G2 2yS 2F KAA& &OdzZ LI dzNB a
of charades, classically desirous of illustrating the syllidiiein Kenilworth, knocked off a horn, and
RFEYIF3ISR a2YS 20KSNJ LI NLT yR Ay @I Ay (CaBishD2 R4 0
1844, 99) At another charade in September 1839, organic elements featured heavily to create
adornments specific to each of the characters portrayed: a wreath of dahlias and a basket of flowers

was carried by the actress playing the goddess Flora, rushes formeodb#@nd moss the headdress

of Neptune, while peacock feathers featured in the costume of Juno (CS6/4152).

o Lo v gl 4 V- o e

CAIdzNBE modn 2 §SNO2f2dzNJ 41 SGOK 2F Ww[Fad aoSyS 2F (KS

October 1832. The illustration shows the performers wearing costumes variously indicating historical dress,

loosely from the 16th century, and carhporary 19thcentury clothing. Image: Royal Collection Trust RCIN
980015.ap.

Taken together, these accounts suggest that costumes and properties were improvisecdrhaa

basis from existing collections withirand without- the House. Yet, it is also a possibility that the

historical costumes, at least, were hired in or sourced from elsewhere. While the -olgssr guests
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may have believed the staging of charades to be a-ligltrted, lasty A y dzG S R AaAz2zy o/ {
OKI N} RS KI@Ay3a 2yfte 0SSy (K2dAKIG 2F GKS RF& 0S5+
anticipations of behindhe-scenes actors: the stage ftre 1839 charade is recorded to have been

erected at least a week earlier (Building Accounts, 7th September 1839) and the hands of gardeners,

at least, are evident in the elaborate costumes and adornments of the 1839 gods and goddesses. At

the 1832 Kenilwgh charade, the lights illuminating the waterworks in the gardewusible from the

room in which the charade took placechanged colour between each scene (DF4/2/1/12; 20th
October), indicating forethought and meticulous planning, and implicating treng hand of a

manager in the lead up to and execution of the event.

Given the more relaxed selps offered by the published book of charades, it is highly likely that the

LINE RdzOG A2y @l fdzSa 2F [/ KFEiag2NIKQa OKIFNIRSa (221
Chatsworth, financial, human and spatial (espegifitbm the point at which the Theatre became

available in the first half of the 1830s) resources were leveraged to produce an entertainment
commensurate with the status of the occasion. Thus, the presence of Princess Victoria warranted a
complementary anccomplicated light display to accompany the 1832 charada arrangement in

O2y iGN &ald G2 G(KS tS@OAGe Y2NB O2yyvyzyfeée |aaz20Al GSR

Tableaux Vivants

¢CNF yatlFdSR FTNRY (KS talddd yivarmtgsingalartabledu givag) mvolkall Bel dzNB & Q3
arrangement of bodies and stage properties to imitate or embody artistic, literary, biblical, historical

or mythological sceneCampbell 2019, 135; Jordan 2018} with charades, the production values

which such a performance could adopt varied widely depending on the resources available, from the
number of people participating to the quality of the costumes worn. The concapbtgauxremains

in contemporary cultural imagination in part due to the apparent ease with which the activity could

be afforded something of an afterlife through the fixadage capture of studio photograplfyweiss

20080 ! NHdzr 6f &z GKAA KIFI& NBadzZ G6§SR Ay | ytabsiF 2 NI dzy |
FYR 2@SNNARRSY -AINE Wi ABRYHEROK | W2aBRBKY KIFa | NIAOd
0SG6SSyYy LISNF 2 NMDN] 9B)YiklerstandhQ tind piiagtibeldemandstableauxcan

go some way to redressing this imbalance.
According to a hovto guide from 1882tableauxshould take place on a raised stagat a height

ALISOATFAOLITEEYT WrHa ySIENIe&e | a LiHadisoro®s®, 13Fmegt oA (K

employed many of the same costuming,-seessing and makap techniques as putting on a scripted
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play, and an audience could be arranged, likewise, in the samethayuide suggests rows of seats

LI N} £ £ St (2 GKS adGr3ISeo wSteay3d 2y {GaSpbdl2009% dzy A OF
135), the posing of the bodies and the arrangement of the scene through stage furniture and
LINPLISNIIASE 6l a aAy3ddzZ NI & AYLRNIIFIYGZ WFHYyR &K2dz
LINE R dz@HarAsany1882, 114)A band or orchestra would accompany the scene with music that
accorded with the mood of the piece and which emphasised the durational quality of the performance

(ibid. 116; DF33/18). Sometimes a frame was employed around the scquie separate to a

proscenium arch which typically framed a theatre stageorder to convey the pictorial impact of a

tableaul YR (2 3JIdzARS GKS | dZRASYy O0SQa ScedutytablehspahS NE | T
from a scripted performance, was the particular use of light, and a frame had the secondary function

of hiding the light sources behind it. The 1882 guide is insistent on the power of coloured light to

dictate the ambience of a scene, and the im@garte of ensuring that the choice of costume and
application of makeup worked in tandem with the use of the ligiiHarrison 1882, 116)In a

programme of entertainmentableauxwere often performed as a series and central to the endeavour

was the ability to efficiently reveal each scene and hide the scene changes. The 1882 guide suggests

the use of a front cloth that rolled up from the bottora device which keeps an image e tcloth

aGradA0 dzyGAft AG Aada NREfSR lFgleé IyR gKAOKZI LINBAdz
scene behind i(see Southern 1937, 108 for technicalitieBgllingly, however, the guide also suggests

the use of a gauze stretched tightly across the front of the stage (or the frame). Though the author

does not explain how such a gauze would function, it is likely that it worked in tandem with the
lighting: Ight cast on the front of a gauze would cause it to become opaque, obscuring whatever is

behind it, while light cast behind a gauze would reveal the scene.

At Chatsworthtableauxfeatured in performances in the Theatre in the 1890s and 1900s. The central

role of light took on further significance in this context, since Chatsworth used new, electric light to
illuminate both the stage and the auditorium from January 188@eaturethat had only very recently

been adopted even by commercial theatr@toker 1911, 908; sefppendix B While triedand-true
fAYSEAIKE ¢ & tazdnion Ff Nacdnkiek 18BENIBE/QRIAB/3/7% medium not

reliant on electricity the staging of a series tdbleauxin May 1897, performed by friends and tenants

of the Chatsworth estate, prompted the purchase of specialableauxlights. On this occasion,

I ROAOS 461+ a& LINPOARSR (G2 /KIFGag2NIKQa ddNMHaAGSR A3
Theatre in Londora venue known for its commercialuccessfulableauxd 5 9 k / | KHK MK MYy W5
The same source of advice recommended a frdonghe performance, behind which the operators

could sit to manipulate the lights. Though nothing matching that description appears in the archived
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accounts, the scenic artist, William Hemsley, who provided the stock scenery and front cloth for the
original fit up of the Theatre in 1896 (see Chapter 3 for more context on this), did supply a further
LI AYGSR WLINR AaOSYyAdzy o s Setadleduyniiay-1890 (DF/CH/33/7H.6 | £  Q
It is likely, therefore, that these were purchased to satisfy the technical requirements of lighting this

performance and framing it appropriately for the assembled audience.

The reliance ofableaux2 y | Wa Kl NBR QoéghpbelzRON S, 13004 B N pagidulbdy Q
SeiNBTFSNBYGALE G2yS Ay 2yS SEFYLES FTNRY [/ KIFG&asz2N
(Appendix C). During the programme of entertainment in January 1904, the three Acheson-sisters
granddaughters of Duchess Louise fromr pesvious marriage (Appendix Ajook to the stage to

recreate intableaua group portrait of them that had been executed by John Singer Sargent two years

prior. The painting had achieved a more public recognition by being displayed at the Royal Academy
before returning to hang on the walls of Chatsworth. The original paintingertaken onsite at
Chatsworth, shows the three young women dressed in white and arranged around a large urn
containing an orange tree; the figure on the left of the image isaegireaching up into the branches

of the tree to take an orange. Rather than seeking fidelity in the recreation of this painting, the success
ofthetableauNB f ASR 2y (GKS I dzZRASyO0SQa (yz2¢fSR3IS 2F (KS
effect. Faithfully reproducing their poses from the original painting, the sisters instead organised
themselves around an easel on which stood a picture of a jar of mlace, made readily identifiable

by its label alluding to a weinown firm. Thetableau was accompanied by its humorous title:

W{IFNBSY(iQa t NBaSNBSaqQo

/' YLIBStEE | &aSNUa tabléabisicandubivel tctiie creatiod &f ¢ $&BsE of GomrBunity

because it relies on the spontaneous affirmation of consensus, recognition, and belonging in a given

O2y GBI Ly [/ KFELIWGSNI p= L SELX 2NB GKS | dzRASYyOS ;
more depth and include a table that shows how the 1904 theatricals had two performances: the first

with an invited audience, the second with a paying one. While an ingitelcence may well have been

au fait with the artistic patronage of the extended Cavendish family, the extent to which a paying

' dzZRASYy OS Sy3I 3SR gAGK GKS &b YS Odz G dzNdbléauviasJK SNE A
not included in the printed programme (UNM W 49/6; DE/CH/7/3/2/1) and there is a possibility

that they only undertook the display for the benefit of the first, invited audience. Regardless, this
SEFYLX S aSNWSa G2 LINRBofSYFdAasS /FYLWBSttQa I aasSNd
NBLISNI2ANBQ G2 ONBFIGS W aSyasS 2F O2YYdzyArideQ | f
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community of an audience. Principally, it reminds us to be alert to the complexities that attend much

of the primary source material we use to untangle and interpret performances in the past.

Private Theatricals

While charadesand tableaux vivantsdescribe specific modes of performance, the 19th century
gAlySaasSR GUKS Sg@gz2fdaZiazy 2F GKS OGSNY WLINAGIGS (KS
solely the performance of a scripted play to a diverse programme of different modes of perfcema

as | discuss further in the Literature Review (1En&rtainmen).? By the end of the 19th century, an

evening of private theatricals could encompasbleaux musical recitals, monologues, dance
performances, or even, as at Chatsworth in 1903 and 1907, cinematograph displays. However, scripted

plays remained a key component and their inclusion in a programme set private theatricals apart from
concerts or otheforms of private performance entertainment, which similarly encompassed multiple

modes of performance (Coates, D. pers. comm. December 2024). Despite the diversification of the
programme of country house private theatricals, the scripted play disomaintained a higher public

profile through the 19th century than other forms of private performance, regularly commanding

many more column inches in locand sometimes nationalnewspapers. This enduring public record

Ad LI NIfe KOOI fWAMAKBYWISA VKSEFONRAG &8 ypRrioendd2 dza o A |
scripted play in academic historiography and which commands an entire field of scholarly attention. |
discuss this historiography in the Literature Review, so the inclusion of private tlaéstréare is rather

to draw attention briefly to some of the practical aspects and issues of staging scripted plays in the

country house context.

Scripted plays staged in private contexts through the 19th century varied in their length, genre and
settings, from threeact melodramas set in multiple locations to eaet comedies taking place in a

single room. Plays written specifically for private fpemance became increasingly popular and
accessible in the last quarter of the 19th century, often catering to smaller cast sizes, limited playing

aLk 0OSa FyYyR R2YS&aGAO0O GSOKy2f23A0Ft OFLIOAtAGED 2
theatricals, Leo Trevor, opined the improvements made in country house plays over the previous 30
@SINAR o0& @GANIdzS 2F (GKSANI AaK2NISyAy3a yR O2yaSldz
drawing room settinggTrevor 1898, 280)Shorter plays also allowed for greater flexibility in a
programme of private theatricals, and granted performers the opportunity to play to their strengths

by accommodating a range of genres and styles. At Chatsworth in the 1890s, Trevor recallatthe Pri

4 Private theatrical performances were also staged in private, urban theatres in the 19th cé@aaies
2017) so | am specifically referring only to the country house context.
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of Wales requesting a programme of private theatricals be extended, and the consequent, short

notice inclusion of an extra duologue that had previously brought one of the performers particular

praise in private theatrical circles (ibid., 276). In thisdnst, the performer reprised her role to

F OOt FAY®D® ¢KS 2LIIRNIdzyAde (2 -haddhoted by2nerBbgrSdthe & G NB y :
highlIN2 FAE S | dzZRASYOS GKSNBF2NBE KIR (GKS LRAOGSYdGAlrt

On a practical front, published guides for staging amateur plays outside of commercial theatres
proliferated from the late 19th century into the 20th, their contents covering the entire process of
putting on a play, from selecting the text, undertakingeahsals and managing undesiraldagueurs

in the action, to building and painting scenery and arranging it approprigdelyOld Stager [Anon.]
1875; Pollock and Pollock 1879; Harrison 1882; Neil 1904; Southern. 8% was the broad
intended readership of these volumes, and widaging contexts of application, that it is impossible

to use them to accurately summarise a standard approach to staging plays in the country house.
Suffice to say that a distinct playiagea of some kind whether a raised stage or a flat area of floor
made distinct by the construction of a proscenium aretas desirable; a raised stage was usually a
temporary construction, perhaps modest in scale at eight feet bfTsevor 1898)A curtain or doors

to reveal the action and hide scene changes were also widely recommended, and spaces for the
performers to prepare or retire to were advised to be taken into consideration. As well as giving
instructions on how to deploy such theatridaols to best effect, the guides often include directories

of suppliers for requisites such as costumes, lighting and stage makeup, revealing the networks that
underpinned this prolific activity and which frequently intersected with the professional rephe
Neither is the labour required to mount a play shohlanged, the highlpractical nature of these
guides both implicitly crediting behirthe-scenes work and explicitly foregrounding the importance

of skilled stage management for the success of theletendeavour. In short, those wishing to put

on a play had a plethora of advice and guidance, and a range of raad#égsible resources at their

disposalMeeuwis 2012)

As with charades an@dbleaux vivantsthe scope of production values for scripted plays varied widely
according to available resources. As with the examples given in the previous sections, the plays staged
in the Theatre at Chatsworth in the 1890s and 1900s occupied the far end of a spet{possibility:
costumes, props and stage furniture were hired for the occasions, and a professional stage manager
was employed to oversee several of the productions (see Chapter 3 for more details). Indeed, despite

a variety of performance entertainment being held therein, the entire stage and scenery were
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installed- and the room transformedto better display the performance of scripted plays. Reflecting

on his experience of performing in a range of country houses, Leo Trevor noted,
WhT O2dz2NES Ay @SNE I NB Sy-Ne2 Westean,soddeidby I & / K| {2
Croft, where you have perfect bijou theatres fitted with electric light, with scenery painted
by excellent artists, where you can get night and morning effects, and wireperties
and furniture are of the best, the amateur is in clover, and really gets a fair chance of
AK2gAY3 ¢ KKBISRERSDI Yy R2Q

. @& Q@ANILdzS 2F GKS Ay@SadySyd YIRS Ay GKS Ayaialtf

were of the highest standard a country house could produce.

Conclusion

This chapter section has broadly and briefly introduced the practical aspects of three performance
terms that are variously referred to throughout this thesis: charadasleaux vivantsand private
theatricals, in the form of a scripted play. The descriptions of each are provided in the absence of any
other comprehensive source, but this absence necessitates the use of original research and primary
sources to fill it. The section is perged as context for the thesis, rather than as a distinct chapter in

its own right, due to these performance forms constituting only part of the use and meaning of the
Theatre at Chatsworth over the course of the 19th century. Yet, a general understanding of these
terms in the country house context underpins any referenoasle to them. Therefore, the intention

has been to furnish a reader with a similar contextual knowleolgge to this author.

While these particular modes of performance are evident in the activity of the Theatre at Chatsworth
through the 19th century, it should be noted that selecting even these risks sidelining the various other
forms of private performance entertainment thaebame increasingly popular through the century.
Seeking to define the scope of any one form of performance practice presents problematic issues for
uncovering broader histories and cultures of performance and entertainment in country houses. As
chapters 20 5 of this thesis will demonstrate, the development of the Theatre at Chatsworth speaks
to this culture in its broadest terms, both as a product and as an actor in shaping social relations. It is
within this wider context of performance entertainment@ountry houses that this thesis sits, and it

is from the perspective of the country house that the following Literature Review begins.
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1.3 Literature Review

1.3.1 Introduction

This thesis is necessarily interdisciplinary. Viewing the country house through the lens of a theatre
brings themes and voices into the narrative that straddle academic disciplines. In this thesis, | bring
into the historic account individuals from a vayieof backgrounds and locations, from theatre
practitioners with a base in London to professionals occupying accommodation tied to the Chatsworth
estate. Literature on the social contexts of the country house broadly draws a line around the house
itself, rarely incorporating the perspectives of those who lived and worked neadither on the

estate or beyond the demesnelet alone those individuals who brought skills and services to the
house from further afieldFinch and Giles (Eds) 200&s scholarship on the country house evolves,
this conceptual boundary is being stretched, and this thesis is produced at a time when social
perspectives on the house/estate divide are being challenged or blended. This thesis sits on that
permeable boundey and, in seeking to contextualise the voices that it foregrounds, necessarily draws

on literature from both country house studies and estate landscape scholarship.

Neither has the literature on country houses expanded to explore substantially the role of
performance entertainment within either the architectural context or the rich social fabric of country
houses and estate life. This academic lacuna is particulewlg an histories of the country house in

the 19th century. Conversely, through a reappraisal of the role of the amateur contribution to
theatrical arts, over the last 15 years more attention has been given to researching private theatricals
in the field d Theatre and Performance Studies. As this literature review will elucidate, amateur
performance was rife and ubiquitous through the 19th century, traversing boundaries of class and
gender, and challenging dichotomies of amateur/professional and privabdiputo form a broad
cultural practice within which networks of people moved and operated. Yet, studies of private
theatricals have broadly maintained a tebd@sed or performance focus, scrutinising repertoire or
performers, and rarely considering the sgs in which such activity took place, the broader social
meaning of that activity or the reflexive relationship between the two. By placing the literature on
private theatricals in dialogue with that on country houses, this thesis seeks to engendeesm rich

deeper conversation between and across both scholarly fields.
There are realorld implications to working interdisciplinarily in this way, not least for curatorial

decisionmaking at historic houses that are open to the public. As | have already discussed,
/I KFiag2NIKQa ¢KSIFGNB Aa pinsBal dppeardhée ahdapploatt thedzii £ A S NI
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time of writing- and in its primary sources of information. The same pattern of presentation can be
seen at other historic houses. As | will elaborate on, here, at a number of properties open to the public,
evidence of private performance practices hagibéurned up by curatorial staff and developed into
exhibitions with which to engage a diverse audience. Yet, as at Chatsworth, each example of this
practice is presented as unusual or singular, unconnected either to a wider cultural practice, as
evidencedby Theatre and Performance History, or even to each other. Anecdotal evidence points to
a frustration among some curators of historic houses that research on private theatres and theatricals

is not as readily available to them as, say, that on the den@ratts (Wood, P. pers. comm. July 2024).

If private performance practices are to be brought into the purview of country house scholarship, if
the ubiquity and relevance of the practice through the 19th century is to be embedded in public
country house narratives, and if evidence of such practifresn theatres to costumes and playscripts

- is to be understood for what it offers these arenas, then an integrated, interdisciplinary outlook is

required.

This Literature Review aims towards this interdisciplinarity through a thematic structure. It begins by
discussing spatial considerations of the country houseerspective that is central to the foundation

of a buildings archaeological approach thatsthinesis adopts before outlining the literature on
country house entertainment. The subsequent sections on Gender and Class, Archives, and
Embodiment and Materiality develop and problematise some of the issues and perspectives raised in
the first two setions. The final section on Collaboration draws attention to the agency the country
house has developed to direct its own research agenda and the relationships it has generated with
the academy in doing so. Somewhat reflecting the interdisciplinary ambitd this thesis, it argues

that collaboration is necessary both for uncovering more marginal histories within private

performance practices and for embedding those histories in wider narratives of the country house.

1.3.2 Architecture, Space and Buildings

The study of country houses has evolved out of art and architectural history. Broadly speaking, this
has resulted in a field dominated by scholarly accounts of patrons, artists and architects, and the
stylistic and typological development of country housgxe the 16th century. Given the wider social

and political context of this historiography, in real terms this has meant a focus on wealthy men and
named male architects (eg. Saumarez Smith 1997; Durant 2011), notably obscuring (to name only two
of the goups involved with the development of buildings) the roles of women and those who laboured

in the construction of buildings. It also established a logical cannon of architectural style (eg. Cook

1974; Wilson 1977; Harris 19853 lens through and againsthich many scholars have come to
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interrogate the buildings under their investigation, and which leaves very little room for the role of

experimentation or evolution in the development of polite architecture (Arnold 2006 xv).

In the 1970s, following wider changes in the culture of country house stbdhes,work of the

architectural historian, Mark Girouard, provided a pivotal shift in this historiography towards a more

social reading of English country houses. Beyond the stylistic choices made by patron and architect,
DANRdzZE NR 61 a O2fO0SMPSAzy aNBEKKPHASABK2LISNI 6SRQ | YR
GKAOK | NOKAGSOGa FyR ONYXFGaYSy odzZAfd F2N 0KSYQ
scope of country house studies, by emphasising the use of these sites, Girouard also wigened
architectural historiography to consider spatial readingsi K ¢ A a3 WiKAYy]1 OAy38
SY@ANRYYSyYy(d |a &aLI OS NIYGKSNJ GKIy F20dzaiy3a 2y (K
134). Life in the English Country Hou€E80) remains aouchstone text for both social and
architectural approaches to the study of country houses from the 16th to the 20th centurie3hend

Victorian Country Houg@979) can be seen to complement and develop the 4@thtury context of

GKA& Fdzf ONI f 0221 d { dzOK A& DA NERdzl NRQALifeSnythedzNA y 3
English Country Hougel & LJdzof A AKSRX KS ¢l & RdzoSR (KS W¥F2dzy|
(Musson and Canadine (Eds) 2018, 4).

{AYyOS SyYyGSNAyYy3a GKS KAAUG2NAR23INI LKE 2F O2dzy i NBE K3
critiqued and developed on a number of fronts. In 2002, art and architectural historian, Dana Arnold,
LIN2PO6f SYFGAASR DANERAZ NRQa& gO&F golineyihowdas by2dyawiigdut BiK S W4 ;
26y SYLKI aAa 2y -ieKhs peKfedziiod@red themand theicndequent lack of

attention given to the many other people and communities that lived in, used or contributed to them.
Sincecountryhod d4G22R |4 I NOKAGSOGdzNI t & aevyozftAaAiay3
NHzZ Ay3d SEtAGSQ 0! NYy2ftR HAannuwX mMnm0uX FyR &aAyOS GKS
dominated by the perspective of this ruling class, Arnold question8d ttS EG Sy i (2 6 KA OK
Wa20AFf KAAG2NEQ O2yiNRGdziSR G2 | WONRFRSNI Odz G

Sh¥FGSy dzaSR a I RSAONARLIG2NI G2 O2yG4NY ad WOSNY I OdzZ I NR
G2 O2yF2NYXY (2 GKNBS 1Se& ONRGSNRAIFI® Wt2fAGSQ o0dzAf RAy3a
national or international sty; and (iii), hold aesthetic considerations above functional ¢Begnskill 1987,

25; cf. Green 2010)

6 These shifts came about in large part due to an exhibition staged at the Victoria & Albert Museum in 1974,

called The Destruction of the Country House. Organised by a number of prominent architectural scholars, the
exhibition reified and leveraged a proneint narrative in country house studies as a-tadarms for the

preservation of country houses and their collections in the face of-pdstNJ W R S Sironyz8itnky2agdQ

Harris (Eds) 1974; see also Cornforth 19The exhibition sparked a generative avenue in country house

fAGSNY GdzNB 6 KAOK KlFa aiAyOS NBAYTFT2NOSRI ONR{enljdzSR 2N L
Mandler 1997; Littlejohn 1997; Musson 2018; Tinniswood 2021)
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illustrates the extent to which spatial interpretations of the country house are entangled with social

ones. Investigations of how built spaces are negotiatgdanged, traversed or experienced all beg

the question:by or for whon? Therefore, despite the differentiation identified by the thematic

structure of this review, the themes presented herein should be understood as porous (certainly) and

interdependent(mostly).

I AL GAFE ONRGAIdzS 2F DANRdZ NRQ&a 62N] KIFa 0SSy L
his reliance on floor plans and historic design guides (eg. Kerr 1865) to determine the intended use of

the country house spaces under his investigation 0Both floor plans and design guides are

LINE RdzOGa 2F GKS | NOKAGSOGQa 2FFAOSE SAGKSNI OF LI
FOGADBS K2dzaS>x 2NJ O2ye2dzNAy3 | yR LINR2SOGAYy3d Ly ARS
docunents, therefore, implicitly reinforced the role of the architect in the narrative of country houses,
NAA]1SR 2O0SNEAYLI AFeAyad GKS AyGSNIOlAzya 06SGeSSy
argued, obscured any nuance in the development offéimic of a building. Furthermore, such an

approach necessarily championed those neljit or comprehensivehaltered houses that

conformed to contemporary design guides, and sidelined those with more complex, evolving
architectural histories, arguabljeveloping an alternative, socgpatial cannon to that evolved from

architectural history.

Another problematic byproduct of reading floor plans and design guides to ascertain spatial function,

is the attendant association of certain social groups with those spaces. In the 19th century, country

house design principles advocated the segregatioapafces along multiple and various lines, from
a20AFt &adlddza G2 R2YSaAaGAO0 OGAQGAGE OYSNNI mycpoT
WR2gyadlrANEREQ aLJ) OSa 2F FlLYAt& FyR adlFFz NBaLISOL
1991, 234) a material manifestation of the separation of two communities in the country house that

had, until that point, existed sidby-side to greater or lesser extents. The floor plans of service wings

in this period show a separate room for almost aguéask deemed necessary for the successful

FTdzy OtiA2yAy3a 2F + t1F NBS O2dzy iNE K2dzaSod Ly d SNLINBG L
house are most often made through these plans, presenting an overly simplistic view that conflates

& S NI lobytifie® <andgtherefore, their presence in the houswith the room in which such work

¢CKS YIFyidfS FT2NJ DANRdzZE NRQ&A | LILINRF OK G2 NBIFRAThE O2dzy i N
Last Country Hous€$985)(republished in 2012 abhe Edwardian Country Hojgsnd Michael Hall ithe
Victorian Country Houg2009)
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took place, obscuring professional or social nuance in the interactions between servants and spaces

(Keithan 2020, 12).

Indeed, the dominant discourse in spatial analyses of both-1&tkl 19thcentury country houses

NEada 2y GKS alyYS 2R aAGA2YyFE 0AYINARSAE (GKFG OFy
attendant categorisation of social or professional greuThus, spaces of the country house have been

read or publiclypresented along gendered lines (Arnold 2002, -123; National Trust 2007),

according to the shifting concepts of public and private (Stone 1991), and following hierarchical
orderingofsocih.  ANR dzLJA X &adzOK FazX WGKS FlIYAfE&Qr OKAf RNBY
MPT PO 06 KSNBoe WiKS FlLYAfeQ Aa GKS flyR2¢6yAy3a 7
conceptual frameworks for, for example, interrogating the waysiictv built space structures social
NEBflGA2yad |1 26SOSNE |a 6AGK (GKS AaadsS 02y OSNYAY:
they also risk oversimplifying social and professional interaction within and between the identified
spaces, and perpaating without challenge the hierarchies of power identified by Arnold, as cited

above (2002).

Remarkably, the only robustly alternative approach to reading the spaces of the country house that

has cut through the volume of scholarship described above is an influential andeaftchapter by

Susie West (1999). Wesdlso an archaeologisappliea Wl 00Saa |yl feaAraqQ o0asSs |
-l YSGiK2R2f 238 F2N) WSELIX 2NAyYy3 (KS O2yO0SLiidza t NBf
f SPSt 2F O2yiNRf 2NJ SIFLasS 2F I 00Saas FyR -oKFdG 253
three earlymodern country houses, in a bid to establish the function of these houses away from the
LJdzZNBt & NI KAaG2NAROFf GSN¥Ya Ay gKAOK (GKS@& KFR (K
structuralist and subject to the epistemological contekarchaeology in the late 1990s; subsequent
scholarship in the field has evolved to acknowledge that the interplay between people and spaces is

more complex than a purely structuralist approach allows.

¢KS GNHzA & AYALANARY3I AYLIOG 2F 2830Qa 62N}l = K268
country house analysis from an art historical approach to an archaeological one, bringing to bear on

the subject an entire field of scholarship more titaahally applied to the study of vernacular

0dZAf RAy3dad ¢KNRdzZAK 2SaiQa ¢2N] I (GKS aedvyoz2ftAl0 LR
fAGSNY Gdz2NBE 2dzif AYSR KSNBE 0S02YSa aSO2yRIFENE G2 Ad
forhumay (K2dZAKGiaQ omdppdp mnco FyR LINRPalFAOFtftesxs | a

Yet, despite the inroads made by West into scholarly citations, there remain few to no alternative
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approaches to analysing space in the country house that either adopt a structuralist approach, as West
does, or embrace the complexities of pastucturalist thinking; the existing perspective introduced

by Girouard continues to dominate the discourse.

West herself discussed why, at her point of writing, no other archaeologist had considered the country
K2dzaS a | aAdS 2F 3ISYSNIXGAGS RFEGF ompdpE mnannod
of housing is adequately explored by other disciglSa @A S® | NI | yR I NOKAGSO
O2dzy iNE K2dzaSa AYaLIANBE tSaa SY20A0S NBFOGA2Yy&A Ay
remain an undesirable subject of reseafcYiet, it seems unlikely that these suggestions alone would

32 dzy OKI £t SYyadaSR T2NJ 20SNJ up &@SINE® a2NB O2YLISTt )
GKIFIGTZ WwWra NBLRaAIG2NRASE 2F Yl aaArAgdS RSY2yaaNrdiazy
Odzt GdzNF £ NBE S@lIyO0S (G2 T dGAye a20Atf YAYy2NRGEQ 6 A
relations between differing groups: they housed both the elite [...] and the disenfranchised

SYLX 28S8S4aQX YR NBEtASR F2N GKSAN O02yaiNHzOlAz2y =
O2YLX SE ySié2N] 2F AYGSNESOGAYy3I awaidg hefe, isIHeR dzLJa 6 .
O2dzy i NB K2dzaSa KI @S wOdzZ (dzN>¥ £ NBf SGFryO0SQ (2 | &
schohrs- or, indeed, those working in disciplines beyond art and architectural histawgre more

aware of the diversity of human experience tied up in country houses, they would be more inclined to

research them.

2530048 LRAY(IG NBAYF2NDSE (GKS O2YLX SE Syidly3at SySyd
of the country house. As | shall evidence in subsequent sections, scholzashipgressed the social

issue to which West speakshat is, the broader cultural relevance of the country house is in the
process of being excavated by scholars from a range of backgrounds. Why, then, have spatial
interpretations not evolved at pace? Opessible explanation is around access. If floor plans are used
only as a seondary source, the primary materials are the fabric and spaces of houses themselves.
Issues of ownership, and concerns around privacy and security limit the spaces an archaeologist can
access. Even in those buildings under the management of charitab#misagions, such as the
National Trust, stretched resources limit the availability of accompanying staff members. Moreover,
arranging access to housesven those open to the publicrequires considerable time and careful
negotiation; institutional chadinges for researchers, such as funding and precarious or overloaded

working contracts can place further limits on the time available. To surmount this challenge,

8 Interestingly, this latter supposition explicitly acknowledges the role of subjective emotional response in
NBaSINOK SylidANES F2NBaKIR2gAy3I || 02Ré 2F GKAYlAy3a 2y
historical researcliRobinson 2010)
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collaborative opportunities such as the CDA from which this project is born, are invaluable. | discuss

the opportunities offered by collaboration further on in this Review (5827 Collaboration).

ly20KSNJ SELX FylFGdA2yY YIé& ¢S8Stf 068 F2dzyR Ay 2S8ai(Q3
extent are archaeologists particularly those with an interest in buildingsaware of the limited

conceptions of country house space and the contrastinglyRroa¥ O dzf G dzZNJ t NBf SO yOSQ
themselves? Certainly, the presentation of houses does little to unsettle inherited spatial narratives.

For example, at Lanhydrock, a house in Cornwall in the care of the National Trust, the guidebook
includes a fal-out floorplan which is coloucoded along gendered lines, arguably leading visitors to

project a highly subjective understanding of gender on their expectations or interpretations of each

of the spaces they encounter (National Trust 2007). Moreover, githdf noted, where the
perspectives of servants are included in country house interpretation, they are frequently confined to
WoSt2¢ aldGlFANBRQ aL)l OS& O0HnAnHANY MHOY NBAYT2NOAY3I |
by inference, erasinghe presence of servantsand, therefore, their influence or experieneacross

the rest of the house. Most commonly, the breadth of cultural relevance to which West refers is
O2yaraitSyidte NBRdzOSR (2 Iy WdzLJa (i livésNiihe IRrelavleds(i || A NA Q

privileged above all others.

Nonetheless, buildings archaeologikts/eturned their attention to spaces and sites beyond the walls

of the country house itself. There exists a similar oppositional binary to that outlined above between
WAYR22ND FyR W2dziR22NR aL) 0Sa 2F (KS O2wpkiNE K2
place in either the pleasure gardens or the wider estate are rarely considered in interpretations of the

interior spaces of the house (cf. Butler 2019). Indeed, a historiographical bias towards art historical
approaches to the country house has reedltin something of a conceptual line traditionally being

drawn around the house itself, precluding considerations of the wider estate (cf. Centre for the Study

of Historic Irish Houses and Estates 2024). This is despite-aétsthgcknowledgement that theize

and successful management of an estaitis tenants, land and productivitymost often upheld both

I K2dzaSQ& 2LISNI GA2YIlIE FoAfAGE IyYyR GKS az2O0Alf ai
Thompson 1963; Williams 1973; Finch 2019).

Rather, studies of estate spacdmth built and landscape spacdsave often fallen under the purview
of archaeologists and rural historians, who have predominantly explored this field in terms of both
productivity and design. Thus, a significant tramdf literature on estates is situated in relation to

the grand narrative of agrarian improvement through and beyond the long 18th centnguding
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the impact of the agricultural depression towards the end of the 19th centoryaesthetic changes

to landscapes in turn dominated, as with country houses themselves, by named, male designers,
adzOK Fa [yOSt2G W/ I LI} oA f Maitias®010) NBtgin/andatrass thekd Y a 2 y
parallel discourses is important and valuable research that charts the material impacts to, and changes
required of those that lived and worked in rural estate environments. The destruction and
reconstruction of estat villages, for example, has been seen both in terms of landscape

WA Y LINE @i8. yat yila Movement towards investing in the estate and its farming tenaantsl

as a means to remove unsightly structures from the purview of the Big House. HoweMerhvehi

lives and experiences of individuals are often implicated within these accounts, rarely are they
centred, with the result that there remains a relative dearth of scholarship on how historic estate

communities evolved, identified, interacted or insexcted, spatially, professionally and socially.

Nonetheless, the attention given to historic estate spaces by buildings archaeologists has generated

some important pieces of research which buck this trend. Moreover, when brought into dialogue with

the architectural and spatial historiography of the cluNE K2 dza S G KI G L Q@S I f NBI |
an alternative approach to interpreting buildings with the potential to disrupt the hegemonic art
historical and topdown narratives. Through his PhD thesis and an accompanying article, Timur
Tatlioglu foregounded the working lives of masons and carpenters on the Harewood Estate in West
Yorkshire through the 18th century (Tatlioglu 2010a, 2010b). By analysing material changes made by
GKS SadladS OFNLISYyGSNR 62N we2 A KhoekaRaen byitids samié S A NJ & :
group on local properties, Tatlioglu was able to map the material agency exercised by the carpenters
across the estate. Detailed estate accounts allowed him to illustrate the moments at which the

that either considers the estate in terms of productivity, or solely locates estate staff in the spaces

with which their work is associated, with a humeentred perspective.

Kate and Melanie Giles undertook a similar approach in their account of the evolution of a community

2T WK2NBESfIRaQ 2y GKS . ANRatft SaalrdsS Ay GKS 9
20th centuries (20079 Beginning with a stratigraphic analysis of graffiti in a range of working buildings
associated with this community, oral histories and loeadly biographies allowed the writers to

embed the working lives of the horselads within their wider social amdili@ contexts, including

details that vividly bring to life the reality of graft and labour on the exposed and chalky land. Notably,

the focus of their paper evades much mention of Birdsall, its landowner or, indeed, its geographic

W) 2NESEFTREAQ 6SNB WNBalLR2yaioft &GilesantBGiled2@0dz3NA ya | yR Odz
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boundary, reflecting the sources of evidence drawn upon. The result is a narrative that immerses the
reader in the community it promotes, with the estate landscape only implicitly viewed through the
prism of one working group. When read as a biographicalysof built space in an estate landscape,
however, we are afforded a rare window into the complex, varied and rich society that made up the

patchwork farms and villages of a country house estate.

Both of these studies owe much tolsographicalapproach to the interpretation of buildingsa

distinct methodology in the field of buildings archaeology which attends to the prevailing issues arising
FNRBY Y2NB GNIRAGAZ2YLFEZ GeLREt23A0FE | LIWNRBFOKSa
narratives of (Hoskins 1953; Johnson 1992), historic buildings (Lucas and Roderick 2003). A
biographical interpretation of buildings recognises the nuances and diversity of human and material
agency, in line witheories around material culture that objects, and hence buildings, carry agency

of their own (Clements 1997; Joyce 2000; Hicks and Horning 2006; Deltsou 2009). While one approach

G2 I 0A23INFLIKAOFT Ay (dSNLINBIGI (gelayid conSigets M wiaysink S W 7
which its meaning may have changed over a large temporal unit (Mytum 2010; Shapland 2020), the
studies outlined here pay particular attention to the reflexive agency between a building and a group

of people within the temporbunit of the people themselves.

Though both studies highlighted here begin with questions around a specific building, by
acknowledging the ways in which the building impacts and affects the group under seranicyice

versa- this biographical approach reconceptualises the geograpbimdaries of that building as

members of the group come and go from it (Gell 1998; as cited in Hicks and Horning 2006, 288). Thus,
¢CFdftA23fdzQa adGdzRe 2F (KS 22AYySNARAQ 62N] aK2L) Ay
properties on the HarewoodedfiaS | & G KS 22AYSNB Y2@0SR 0S06SSy &aAi
the range of farm buildings brings into view the topography of the wider Birdsall estate landscape as

the horselads interacted with it.

Applying a similar approach to the study of country houses offers a striking counterpoint to the
historiography and methodologies discussed above, potentially bridging the chronological gap since
{dzAAS 2S5Sa0Qa addzRed b2id 2y bréadlyRoficdtie theyfabric NI | S2 f 2 =
building itself as the principal source of evidence for analysis over, for example, architectural floor

plans, but a biographical interpretation of this evidence offers a means to overcome both the
paradigmatic spatiaharratives within country houses and the conceptual boundaries thus far drawn

around them.
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1.3.3 Entertainment

In the sociespatial canon of country houses introduced by Girouard, the -t8titury house has

broadly become characterised by its tendency towards sociability, and thecEatiury one by, first,

morality and then, towards the end of the century, entéttgf’ Y Sy G O DA NB dzZF NR My n 0
OKI N} OGSNR Al GA2YS WazOAloAfAGEQ YAIKEG 0SS dzyRSNA
that took place in elite and gentry houses. Gillian Russell links the growth of leisure activities with the
econoA O 022Y F2tf26Ay3 (KS Sy R3),add oisénds theSigeSry . S N
household entertainment in this period, as opposed to activities taking place in the public realm
OHNNTIFI MPHODP DAGSY 62YSyQa WSRIKANNIY I da®SKBE(G& Fi K
GKSe8 0SOIFYS WLINRPYAYSYy(l Ay &adzOK SyGSNIFAYyAYy3IQ 0A0
Fa3a20AldA2ya 2F Waz2FiQ LRoSNWP ,SiG>X RKSNAy3a G2 |
did not end whenentertainment began. Emily Bryan discusses the ways in which charades
incorporated the popular and established Victorian domestic {bas¢ of amateur music to better

LI NOHAOALI GS Ay WiKS &d20A1Lt ySA20AF GA2Yydéger2FT GKS
RA&aOdzaasSa GKS GSyarazya AYLEAOAG Ay O2dzyiNEB K2dza S
protections of institutional roles or the anonymity of the modeRr @ NBX &2NIQ OHAMPI MYy

then, endured through the 19th centurthough its contexts changed.

DANERdzr NRQa 3 NI y R -1gth-déiNdry(shifa& ent@r@ibndent in Kefatio both ® the
flryR2gySNRa NBfFGAGBS t2aa 2F NHNFf LRtAGAONE LI
infrastructure which made traveling into the countrgsiquicker and easier. According to this account,

by the 1890s, the country house was no longer a site of symbolic local power, but of bountiful
opportunities for uppeiclass sports, leisure and entertainment (Aslet 1985; Tinniswood 2016). In the
highest scial circles, the craze for country house entertainment is said to have been driven by the
passions and pastimes of the Prince of Wales, who influenced and encouraged his hosts to increasingly

ambitious leisurely ends (Barstow 1989).

While the urban social scene in this period has received rigorous academic scrutiny (Davidoff 1973;
Ellenberger 1990), country house entertainment, by contrast, is broadly positioned as unproblematic
and relaxed; books dedicated to the subject tend to b#éten in anecdotal and humorous ways, and
focused on the exploits of the landed classes (Barstow 1989; Tinniswood 2019). However, scholarship
often contextualises country house entertainment alongside narratives concerning the development
and adoption ofnew technologies and a broad decline in servant numbers (Franklin 1985)

correlation sometimes offered as causation, since laksawing devices could theoretically breach the
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gap created by a loss of staff. Yet, despite these historical observations, rarely are country house
entertainments interrogated either from the perspective of the work and workers that underpinned

their success or the technological advancements thatifatgld their delivery (see 1.3.6 Embodiment

and Material Culture for further discussion).

2 A0KAY GKAA LI NIOGAOdzZE I NI @SAY Ay O2dzyiNEB K2dzaS &OK
does performance entertainment sit within this? When the topic is covered, the scope of
entertainment on offer in country houses in the 19th century istsgbng daytime and postinner

activities. Daytime entertainment would often centre around sport, including golf, hunting, shooting

and billiards. Following dinner, activities are recorded as including card games, dancing and music
(performed either by dired band or by members of the house party in an intimate setting) (Barstow

1989, 9). Outside of these regular activities, a proliferation of other events have been identified and
AyOf dzZRSR Ay (KS O2yOSLIi 2F WS yaits§ NEs, ahdevesd politicaE ¥ NB Y
rallies (Tinniswood 2019, 79).

While many of these forms of entertainment exist on a spectrum of performance and performativity

that is worth closer attention in a future study, entertainment that was explicitly performdrased

in this period- outside of musical presentationss raely, if ever mentioned; a researcher looking for

the subject of private theatricals, charadegalleauxin country house literature of the 19th century

will unearth only piecemeal references. Girouard concedes the observation that large halls iethe lat

19th century country house offered a useful space to accommodate theatricals (198@92%0
tantalisingly pointing to a practice that was presumably common enough to mention only in passing,

but not developed any further in his work. Meanwhile, in his book explicitly picking up chronologically

where Girouard left off, Clive Aslet evokes #atertainment capabilities of one lat&9th century

hostess, Mrs Willie James, and includes a full colour plate illustrating her visitors book with a
programme of pivate theatricals from 1894 (1985;1®), yet gives only a short, single sentence to her
dedication to the activity® Even in books devoted to the subject of late 18dntury country house
SYGSNIFAYYSYGs LISNF2NXIyYyOS ThelEndish Chuintdy HpuSeRPartyt K& f f
OMpy b0 YIF1S8a 2yfeé | LI aaiy3d NBTSNByOS G2 OKI NI R
trade book with the National TrusThe House Part{2019), makes no mention of performance
entertainment at all. Rather than convey the ubiquity and opportunity for social and political influence

of performance entertainment in this periocevidenced in subsequent paragraphs and in chapters 4

0Evelyn James (1887 cpH b0 61 & | NBIdzE NI FyR | OOt F AYSR LISNF 2 NYSNJ
1890s and 1900s.
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and 5 of this thesisthese meagre concessions to the practice conspire to frame it as whimsical or

unusual.

A greater acknowledgement of performance entertainment can loosely be found in histories of the
18th-century country house in the context of its aforementioned characterisation of sociability. Yet,
even these position the practice either as outside thempor in relation to specific examples of elite
literary practices with little wider context (Watson 2011; Hubberstey 2024).ifen in the French
Country Hous€2000), Girouard inaccurately asserts that only four private theatres existed in Britain
in the 18th century, suggesting that the staging of private theatricals was insufficiently popular to
warrant the construction of more. This assertion is reinforced by Jeremy Musson in a 2002 article from
Country Lifein which he glancingly ties the contemporary presence of the country house dregsing
box in a handful of houses to an inherited tradition of theatricalstaibteauxin country houses more
broadly. Drawing on the provenance of dressimgboxes and their contents offers an intriguing
avenue for fiture research on country house performance entertainment, rooted in material culture
YR RNB&aa FyR O2ailidzyS KAad2NRo S adzzaazyQa
practice were restricted by the limited scholarship available in his figdthty years ago, and the light
hearted tone of the article reinforces the playful, unproblematic perspective adopted by the majority

of country house scholars when mentioning theatricals.

Maintaining a broader temporal lens than the late 19th century, a recent public&ijoort and Leisure

in the Irish and British Country Houseakes a significant contribution to a consideration of the
country house as an important locus of entertainment (Dooley and Ridgway (Eds) 2019). This edited
volume of papers, drawn from an established annual conference at Maynooth University, adopts an
overdue critical lens on leisurely pursuits in the country house context through the long 18th and 19th
centuries,with topics ranging from hunting to astronomy. Despite this, none of the 18 varied essays

included therein touch on performancanusical, or otherwise despite including boundargushing

activities such as scrapbodkl { Ay 3 6 h QwA 2 NR I Vi forkeepidgexolic yas (Bristdd T I

2019). The notable absence of performance entertainment in this volume points to two concerning
possibilities: the first is that scholarship on entertainment in the country house, as explored thus far
herein, has sidelirdtand diminished performance practices to such an extent that they have become

dismissed as unworthy of study; the other is that the distinct lack of existing scholarship in the field of
country house studies has led to an impression that performance &tenent at these sites did not

take place.
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This overarching historical omission from country house studies is in stark contrast to wider historical
research. Pertinent both to the period | examine in chapters 3 to 5, and the elite personages present

FaG 7/ KFEiag2NIKQa K2 dzisbodkorNde pditical ané GiNBIAWSIE of IArth&arOK 2 £ I |
Balfour- Conservative politician and Prime Minister from 1902 to 196%art details his involvement

in private theatricals in the late 19th century (Ellenberger 2015). The chapter in questiorsitivert
Adadz$Sa gA0GK O2dzyiNE K2dzaAS KAAG2NAZ23INF LIKe GKIFG L
| 2dz2S tFNIeQ> IyR AtGa O2yidaSyiday Ay 9ftfSyoSNHSNRA
is almost synonymous with performance eri@@nment and, by drawing on the historiography of elite

urban socialising, Ellenberger reads the activity as presenting both opportunities for complex social
interaction and a lens through which to interpret wider aristocratic culture of the period. Though

limiting her study to the social interactions and emotional weather of her elite protagonists,
Ellenberger paints a vivid picture of the work that private theatricals undertook in country house

culture at the end of the 19th century, rejecting the treatmeof performance entertainment in

country house literature as frivolous or unusual.

Indeed, in marked contrast to the field of country house studies, the topic of private theatricals is
present and alive in the field of theatre and performance studies. The subject has received more
scrutiny in recent years in great part due to a wider tpus acknowledge and value amateur
contributions to theatrical practice (Holdsworth, Milling and Nicholson 2017; Gilbert et al. 2020). One

2T GKS AYLI OGa 2F GKAA WFYF{SdzNJ GdzZNyQ Kl & 06SSy
theatre can take andhe wide variety of communities and social groups that participate in it, from
schools to the military. The application of this lens to a study of the past must also acknowledge the
historiography of private theatricals as a specific branch of amateur pedioce- a historiography

that has broadly characterised private theatricals as predominantly elite, and taking place in the rural

and urban houses of the upper classes (Haugen 2014).

Studies of private theatricals in the field of theatre history have arguably been shaped by two,
interconnected factors. The first is the touchstone tebke¢mples of Thespiby Sybil Rosenfeld (1978)
which was- and remains a seminal book recording the practice and spaces of private theatricals in
18th-century England. The second is the ready availability of rich source matelialvn on by
Rosenfeld- in both the Burneyand Sarah Sophia Banks collections, held at the British Library and
British Museumrespectively. The scrapbooks included therein contain a wealth of ephemera relating
to private theatricals, from playbills to tickets, that identify, among other things, locations, repertoire,

performers and modes of ticketing. Taken together, these diacthave shaped a bias in the
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subsequent literature towards the period of the long 18th century. From her research in the 1970s,
Rosenfeld observed and noted a trend that the popularity of private theatricals dwindled from the

1820s (1978, 11 and 15k statement partly evidenced bKtS YA aRIF GAy 3 2F [ Kl (G464
outlined in 1.2.2 Literature on the Theatre at Chatsworth, above. Since then, but particularly since the

late 1990s, scholarship has diverged to, on the one hand, explore and develop theeb8tiny

themes that Roséeld introduced (Russell 2007a; McGirr 2011; Watson 2011; Haugen 2014; Hawley
HAHNO |YRTZI 2y GKS 20KSNE NBTdziS w2aSyfFStRQa Of |
theatricals through the 19th century and beyond.

This divergence is not without its overlap or problematic separation. A major contribution to the study

of 19th-century private theatricals was a special edition in 2011 of the jouNiakteenth Century
TheatreandFilh 2y GKS GKSYS 2F Wl YLFGSd2NI ¢KSIFGNB Ay (GKS
G627 O02yySOGSR O2yFTSNBYyOS aSNRSAY W2KIG aA3TYyATFAL
articles that spanned much of the temporal, topical and internatiomabdth of amateur theatrical

activity over 150 years. However, this breadth, coupled with the constraints of the journal format,
perpetuated two distinct issues for understanding private theatricals, specifically, in this period. The

first is that, lost in the wider theme of amateur theatemd discrete case studies, the ubiquity and
interconnectedness of private theatricals through the 19th century could only be hinted at, and the

second is that those articles that did draw on private theatricals remained rooted in examples from

the long 18h century (Brooks 2011; McGirr 2011; Watson 2011).

Nonetheless, the journal editorial offered one observation that is particularly useful for
contextualising the development of private theatricals in the country house context into and beyond
GKS MpiK OSyildaNE® bl YSE &I YdnkaSces@tbded b§thdFspadleliteKk S 1 Ay
and memorably satirised by Jane AustemMiansfield Par1814) not only survived beyond the end

of the nineteenth century but also metamorphosed into a much more widespread taste for amateur
0KSI G4NBQ ol Roal &id. THisyhBamorphinsstsdw the adoption of new forms of amateur
performance beyond the scripted play, from charadegableaux vivantsand the participation in

these activities by a wealth of clubs, organisations and institutions across all strata of society, including
university groups and sporting associations. Subsequent scholarship has identified the cross
participation in a numbeof these groups by many of the same elite networks: for example, members
of university amateur dramatics sodies would go on to organise theatricals among their cricket clubs

- or at home in grand, stately houses (Coates 2020). Neither were these networks necessarily limited

to upperclass groups, purely amateur players or exclusively private settings. Rather, th
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historiographical acknowledgement of the widespread uptake and diversification of amateur
performance through the 19th century has led to an appreciation that private theatricals formed part
of the wider fabric of performance culture as a whole (Coates/R0h short, underpinning private

theatricals in country houses was a rich and diverse culture of amateur theatricals outside them.

However, the body of scholarship on 19tbntury private theatricals has yet to take up some of the

themes put forward by its 1880 Sy (i dzNBE  O2 dzy G SNLJ NIid C2NJ SEIl YLX S=
Georgian private theatricals directly addresses what she teiinicS WLJI NI 6§ KSF G NR O f Q
activity, which included tickets and column inches (2007). Russell argues that these outputs speak
substantially to wider concerns of Georgian society. While we cannot transpose issues-oéi®ity

material and princulture into the 19th century, we can still consider the role of tickets and journalism

in 19th-century private performance practices. Indeed, both tickets and newspaper articles evidence

many of the findings in this thesis, illustrating the continued aéé&oth through the 19th century

(see, in particular, Chapter 4). David Coates has written about the function of journadist

newspaper illustrations in particula® 2 NJ Y NAKIF f t Ay3d GKS LldzotAO0Ade 27
demonstrating thepotential of this perspective. Yet, wider considerations at the intersections of
material culture, private performance practices and the Z8&mtury country house remain

somewhat overlooked.

Russell also highlights the significance of the process to stage a private play in the 18th century for the
light that it shines on historic social concerns. She evidences this with reference to the distillation and
satirisation of the process to stage2 @S NEAQ/ ! 2dddainsfield®ark1814). Indeed, it is rare

to read scholarship on 18thand even 19tkcentury private theatricals that does not reference the

same novel (see, for example, the quote from Hawley and Isbell above). To an extent, ltbatiamp

2F wdzaasStftQa fSya G2 (GKS mM@piK OSyidda2NE A& G 1Sy
and the elite social world of Arthur Balfour (2015), as described above. Yet, neither Russell nor
Ellenberger credit the individuals and comntigs that underpinned and supported this process. The

next section addresses some of this omission through an integrated consideration of gender and class.

1.3.4 Gender and Class

The previous two sections have repeatedly highlighted the historiographical privileging of certain
groups of people over others in both the contexts of the country house, more generally, and country
house entertainment, specifically. Indeed, one hardlydset consult an academic literature review

to determine the elite male triumphalism of the country house; the hegemony of patrilineal
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LINARY23SyAlddzNE KIFI& NBYRSNBR (KS O2dzyiNEB K2dzaS Wi
wealth and inequality that secured enormous amounts of power and privilege in the hands of a
minority of men who dominated British politics and the BritishlehiNB Ay (2 GKS G 6Sy G A Si
2020). Two of the largest and most significant groups obscured by this elite male perspective are the
working classes and women. In large part as a direct response to the dominance of the elite male
narrative in the cantry house context, both of these identifiers command distinct historiographies of

their own - a fact which arguably warrants their separate discussioret, in considering private

theatricals- broadly (and for the purposes of this study), the staging of amateur performance in the

country house it is not only gender and class, but other social distinctions, structures, perspectives

and intersections awell, with which this study is concerned.

Indeed, country house scholarship and curation is undergoing something of a reckoning with regard

to this issue. Arguably linked to and prompted by wider movements in the contemporary cultural
landscape, such as Black Lives Matter, paradibifting reseach is being undertaken on topics

including slavery, colonial connections (Kaufmann 2007; Dresser and Hann (Eds) 2013; Huxtable et al.
(Eds) 2020) and LGBTQ+ stories (Oram 2012; Sandell, Lennon and Smith (Eds) 2018). The topic of
childhood is beginning toggmeate country house scholarship (Lamb and Pooley (Eds) 2023), with a
recent exhibition on this theme at Chatsworth (Chatsworth House Trust 2024), while senior scholars

at the University of Oxford recently undertook a Knowledge Exchange project withatien®l Trust

FYR 9y 3IfA&aK | SNRAGIIS 2y GKS (2LIAO0O 2F WeKS WSgAa
the subject (Carey and Green (Eds) 2024). Social perspectives on the country house, then, are

increasingly cutting across the themes of gendat alass.

Nonetheless, a consideration of both gender and class are helpful ways in to unpicking and detailing

those who are and are not present in historiographies of private theatricals, and for questioning why.

Given a country house context that is otherwise dgrhitt SR o6& GKS LISNRBRLISOGAGDS
discussed previously, it is notable that women occupy a prominent position in accounts of private
theatricals, whether in the role of writer, performer or host (Bryan 2002; Cobrin 2006; McGirr 2011,
Hubberstey 205). Underscoring the increasingly wide uptake of private theatricals through the 19th
OSY(GdzNEZ YIFOGKSNAYS bSgSe RA&AOdzaasSa GKS Ayg2ft gSy!

U dz0eé . NRgyazy |yR ! Yeé {2 tedfitdReditddorRA2yYiSNVRRIdzA (AAE2(0y2 NIB2 WiSKZEAA
(2024)is a particularly fruitful starting point to researching women in the country house, citing as they do a

number of highly influential publications in this field, such as work by Trevor Lummis and JanM&&h

Ruth Larser2004) and a volume edited by Terence Dooley et(2017p [ A1 S¢AaSZ . NRogyazyQa
(2023a, ch.4pffers a thoughtful consideration of literature on working class lives in the country hausapic

GKFG A& tSaa oSttt O20SNBR (GKFy 62YSyQa KAAG2NE Y2NB =
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NBflFGA2Yy G2 GKS O2yD8LIGSPaTe WKSNERF §S3dNMKENBaAQAT
division between the private and public domains, and the gendered nature of this differentiation
between the domestic sphere and the world outside the hémed mdbcpy = o0 ® LYRSSRI |
of literature on private theatricals is the strong association between the activity and domestic
sociability (whether explicitly stated or not) (Russell 2007b; Watson 2011; Ellenberger 2015), with

which comes an &ndant- though by no means ubiquitou$ 3 a2 OA I A2y 6AGK 62YSY
responsibility to provide such a format of entertainment in her home (see 1.3.3 Entertainment for an

outline of sociability). That such a theatrical product of sociability cbalke meaning beyond the

frivolity which characterises so much of the literature on country house entertainment, as discussed
above, was evidenced recently by Jemima Hubberstey in a conference paper on Elizabeth Yorke,

[ 2dzyGSaa 27 | I NFprbdddidh OfthE Waodcdite(2025)z8\Scy(shing her children

as actors in her specialbdapted play, Hubberstey and her-aathor, Christine Gerrard, deftly
FNHdzSRX , 2N] S Waz2daAKG G2 AyadadAaAftt Y2RSta 2F 3208
I NR& & G2 ONJ { Avidlendidg baokhiitte @dutaychad poterflial of private theatricals and the

political influence of aristocratic women in this realm (ibid.).

¢CKSNBE A& aA3IyAFAOlIyGfte Y2NB G2 0SS GNIOSR FyR dzyR
mode of private theatricals, following the model of Hubberstey and Gerrard. Yet, what is already
apparent is the weight given to thaistocratics 2 YI yQa @2A0S Ay KSNJ LR aAldAz2y
2F LINAQGIFGS GKSFONROIFItfad LFXI | & { dzbdtveendifedng adal G S
ANRPdzZLIAZQ K2dzaAy3d Wo2GK (GKS StAGS woddd8 | yR (KS
perspectives of everyone els¢éhe audience, or those working to manage the productieoasd what

role do private theatricals play in negotigtd G KS O2dzy iNE K2dzaSQa az2O0Al -
recognition of the increasing uptake of amateur theatricals through the 19th century (Hawley and

Isbell 2011; Coates 2017), thereby implicating the involvement and private theatrical literacy of an
increasingly wide range of people, very rarely do studies of country hiesericals from the period

- or before- acknowledge the presence of anyone other than the aristocrats in their roles as organisers

or performers. Backstage work and workers are rarely, if ever, mentioned (cf. Coates 20251243

and the composition of audiences is most often only referred to in passing or for thepfofile

(aristocratic) people therein. Despite its frequent usage as a source for the insights it provides on both
s®OAFE AYGSNIOGA2ya o0Si6SSy GKS SEAGS LINRBGFI2YA
theatricals, the process to stage 2 @S NBA @ Mangfiélch Parkis rarely interrogated for the
corresponding light it may shed on those who laboured to, for example, make the stage curtain or

install the temporary stage in a room of the house (Russell 2007a). Moreover, while modern re
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stagings of historic private theatricals have been undertaken, rarely are these more technical or
community aspects of the process explored beyond the ways in which they relate directly to the

performance itself (see McGirr 2011; Hubberstey 2024).

This oversight is surprising when compared to the attention given to backstage work by contemporary
guides of the period, as introduced in 1.2.3 Charades, Tableaux Vivants and Private Theatricals. One
important exception is the work of Viv Gardner whossaarch on the theatricals of Henry Paget, 5th
Marquess of Angelsey, at Plas Newydd at the turn of the 20th century has acknowledged the
entanglement of the theatrical events with the lives and economies of the local communities (2016,
HAHHZ HIHSWOR is Drigdidd, il heBpublished outputs consider, in particular, the sale by
dzOliA2ys t20Fltftex 2F (KS piK al NjdzSaaQa GKSI G4NAC
a light on the meaning that these costumes held for a cgesgion of gople who lived and worked
AY YR FNRBdzyR (KS al NljdzSaaQa 2StakK SadalrdiSe 1268
private theatricals and the relationship between these performances and the local communities
0SSy 3IAD
gK2 flFr02dNBR ol O0l1adll3sS F2N) 6KS al NjjdzSaaQa GKSIF G

remains an exception. Moreover, litle G 6 Sy G A2y KlFa GKdza FI N

undertook.

The extent to which this fielvide omission is a class issue is subject to further research. Gardner's
FGGSyldAazy G2 GKS 6ARSNI O2YYdzyAaide 2F (GKS paGK al NJj
socialist background (Gardner 2025) and, therefdrgimately tied to issues of class. However,

without further research, there is little foundation to, for example, conflate backstage work on private
theatricals with working class communities or audiences with upper class ones, but it is likelyghat thi

will be revealed to be highly nuanced. Bolstered by the findings of this thesis, which locates a range of
working people at Chatsworth both backstage and in the audience at the theatricals at the end of the

19th century (see chapters-9, however, thereis a suggestive correlation between the lack of
scholarship on backstage work at private theatricals and the relative dearth of research on the service

community of a country house.

Despite the paradigm shifts in broader social histories of country houses outlined above, histories of
working people in the country house are relatively poestyved by academic literature. Broadly
speaking, literature on country house servants has maofsén considered this group only in
homogenised terms and in relation to their employers or their named roles, establishing, for example,

narratives of growth and decline in servant numbers that speak to the economic history of the country
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house (eg. Franklin 1975; Horn 2004) or identifying the many and errant moments of
SYLX 28 SNKASNBIyld AYyiSNIrOGA2ya Ay 6KAOK aASNDIyda!
norm (eg. Gerard 1994; Aslet 2021). While many of these accounts establisittant grand

narratives against which alternative approaches can be interpreted, they steadfastly underpin the

social history of the country house presented by Girouard and critigued by Arnold, discussed
previously. That is, they position servants saia8 & dzLJLJ2 NI G KS y I NNI 6A @S 27
NHz Ay3d SEAGSQ 0! NY2fR HAanHI mnm0O @gAGK2dzi jdzSada?z2
in their own lives or in the wider culture of the estate and its locale. Lauren Butler summarises the
aAlbdzr- A2y (Kdza>s WYwi 6 K SdowdNadownsrentric narrdtive$...] i ®atiNl 2 T
overSYLIKI aAT Sa GKS o0SFENAy3I 2F (GKS flFyR26ySNRa aey
SadlidSQ 0. dzif SNI HAMBPE MTO D

Indeed, the lens of the estate, as opposed to solely the house itself, is arguably more appropriate

when considering both country house servants and the many other lives entangled with a country

house. Employing this lens complicates a binary upstairs/dtains- or even, upper class/working

class- narrative. Indeed, this reframing is closely connected to the historiographical boundary drawn

around the country house, as discussed above in relation to space (1.3.2 Architecture, etc). Beyond
grand, statelymansions, residential properties owned by a landowner may also have included
GSyryGSR K2dzaSa | ONraa (NI OGaA 2F SadlrasS ftrFryRo ¢
GY2RSalé¢ Ylyairzyas YR FTNRY @SNV GuicleNdntdateh f RA Yy 3
similarly wideranging in their wealth, backgrounds and contributions made to life on the estate. Yet,

this diversity of tenantry across a country house estatnd the reflexive, often interdependent,

relationship between tenant andstate - has broadly remained the domain of social historians and

gone overlooked by more mainstream country house studies. The work of Carol Beardmore has been
particularly useful for this thesis, both due to her article on Dr. Wrench, which has served to
contextualise some of the archive material drawn on here (2019), and her collaboration with-her co

editors on a volume exploring the role of the land agent through the 19th and 20th centuries
(Beardmore, King and Monks (Eds) 2016). The position of theatgard on an estate is significant to

GKA& &aGdzRé FYyRTE Ay GKS 38SydiQa LINRTFSaarazylt NR
country house affiliation, frequently testifies to the diversity of social position within an otherwise
K2Y23SyoayR QUASNRIzL) RSTAYSR o0& GKSANI LI2aAiildArizy 27

Yet, the lack of attention given to backstage work at private theatricals cannot solely be attributed to

the relatively scarce scholarship on servants or wider estate tenantry; it is also a result of the
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development of the field of theatre history, with its roots in literature. This background has broadly

led to a historic prioritisation of text over practice, of-stage action over backstage activity. Studies

of historic stage technologyparticularly h Britain- have developed in an almost siloed fashion, away

from considerations of text or performance, and remain rooted in professional practice or couched in

wider terms of scenography (Rees 1978; Rees and Wilmore (Eds) 1996; Baugh 2007, 2013; Van
Goehem and Hunt 2025). Moreover, they broadly prioritise the mechanics and technicalities of the
technology itself, overlooking the human, operational experience. This approach has resonances with

the study of country house technology, which is likewise blypadnsidered in terms of functionality

(Palmer and West 2016; cf. Clark 2023). From the basis of their overarching study of technology in the
country house, Marilyn Palmer and lan West argue that this is an area particularly ripe for unpicking
thevariedt y R O2YLX SE 461848 Ay 6KAOK aSNUIyGiaQ NRfSa o6
mastering the management of technologies that they were highly unlikely to have at home (2016).
Indeed, it is a topic that | pick up in chapter 3 of this thesis, whiaks at the backstage management

2F [/ KFIiag2NIKQa ¢KSIFGNB® hyS 2F (GKS NBlFazya TF2N
practices is their inherently embodied nature; | discuss this aspect of theatrical practice in 1.3.6

Embodiment and Materialuture.

With this section | have tried to demonstrate that, while private theatricals are bound up with issues

of gender and class, they also have the potential to extend, intercut and challenge them. In her critique

2T DANRdAzZ NRQa 62NJ] I SDHY i 2! NYORDIORD 8 g NIFKBS & INIOKW (i EIDAI Lk
interrogation and explanation through the biographical subject/object [..] we impose our
SELISOGFGAZ2YE 2F ISYRSNI LISNF2NXYI yOS 2y GKS a20Al f
and exrapolated for my own ends, we might also say that any approach wherein space is interrogated

or explained through a particular group or social identity will always be subject to our expectations of

how those groups perform the identity we grant them (sso West 1999, 107). Indeed, this goes

a2YS gte (G2 SELXIFIAYy GKS LINY¥R2E |G GKS KSENI 21
K2dzaSayYy AT 68 AYyGQiSNNRILGS (GKS aLl O0Sa 2F O2dzy i NE
of their presere in the spaces wherein they performed what we expect of their service. The same

might be extended to a private theatre; in our minds we must hold an awareness of who is and is not
present in existing historiographies of private theatres and theatritaisye must also attempt not

to impose our social expectatio$the spaceonthe space.

1.3.5 Archives

Central to asking who is and is not present in historiographies of private theatriaal$ country

house entertainment, more broadhjis to question who is and is not present in the archive material
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relating to them, where we find the archive material, how we read it, and the extent to which it can
provide meaningful answers. While country house and estate archive collections are by no means the
sole likely locations of relevant material, they provitie single most generative source of primary
research outside the Banks and Burney collections. Moreover, a country house archive forms the basis
of documentary research for this thesis, so a critical engagement with this form of collection is

foundationd context.

There exists a dearth of scholarship on the country house archive as a distinct type of archive
collection. Thus, the summary which follows is drawn, in the main, from the unpublished thesis of Lucy
Brownson, whose PhD research on the Devonshire Collactichive (DCA) included its
contextualisation in country house and estate archives more broadly (20234 material in a

country house or estate archiveas conceived from the perspective of an organising archivist

ISySNIrffte O2YLINRA&ASa WwWSadlrdS LI LISNES ¢gKAOK R2Odzy!

worked and lived there, and family papershish document the personal and professional business

2F GKS fFYyR2gyAy3a FlILYAfE@Q 0. NRoYya2Yy HANHOFI oOHT

Historical Manuscripts 1996; Perry 2019). Beyond their coverage of the same overarching themes, the
key chaacteristic of country house and estate archives is their idiosyncrasy. As Brownson summarises,
W ISYSNIf RSFAYAGARZY 2F SadrldS I NOKA@SaE |fgl
specific to the location, history and purview of the estat#éwwhich it originated. [...] [E]ach archive

Ad  dzyAljdzS NBO2NR 2F GKS dzyAljdzS SO2ft23& 2F Al

Within these idiosyncrasies, there is an increasing acknowledgement among researchers that country
house and estate archives contain material pertaining to local, national and global themes and a vast
spectrum of people. Yet, for those either outside tlemdemy or without the particular understanding

of the conditions of managing country house and estate archives, there remains an outdated
F2a20AFGA2Y GKSNBAY GAGK WEYyGAldzZ NAFYAAY FyR
viewsofthef RSR St A0SQ O0b2NIK 2Said adzaSdzyaz [ Ao NI NA
2023a, 51)). To some extent, this may be explained by the weight of country house historiography, as
discussed previously, which has possibly skewed intentions to engégeelated archival material
towards the perspective of the elite. Certainly, the inherent disciplinary legacies that have separated
spatially and socially the edifice of the country house from its wider estate context are reflected in the

foundational or@nising principles of country house and estate archives: family papers become

ea

a

K S
Sa

2 NRSYA2YOQA tAGSNI GdNE NBEGASE Aa NBO2YYSYRSR NBF RAy S

country house and estate archives. While it is currently unpublished, at the time of writing Brownson can be
contacted via her institutional affiliation ainiversity College London.
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associated with the house, while estate papeend the myriad voices and activities to which they
testify - become associated without the house. If archives are progenitors of knowledge production,
as they are widely argued to be, then clear lines ofsation are built into the DNA of country house
knowledge. Reading across the organisational grain of country house and estate archives is essential

to countering or challenging country house paradigms.

Following successive historical shifts, including two world wars and the legacy of a nationwide
agricultural depression, country house and estate archives underwent a significant degree of dispersal
from the mid20th century; that is, many such archiveleotions left the properties to which they
related and became accessioned into other types of repositories (for example, county record offices,
university repositories, etc) (Brownson 2023a;28). Vicki Perry has estimated that, as of 2019, while
300 praperties that could be described as country houses or country house estates were in the care
of the National Trust, and over 1,600 privatelyned houses were members of the Historic Houses

association, only 80 country house archive collections remaineitLir{2019, 22).

The location of the country house and estate archive is significant for how it has, and continues to
evolve, and for how we engage with it. Indeed, it is a distinction that Brownson is keen to highlight
within the literature and that has implications forymown engagement with the primary material
drawn on herein. For example, while those collections that entered a public sector institution have
broadly stopped accruing related records, those that remain with their originating properties continue
to grow (Rerry 2019, 22). Ongoing archival collecting will reflect the priorities of both the current
landowner and modern archiving cultures and attitudes; it is organic with the potential to be
responsive. Moreover, as deftly argued by Achille Mbembe, the spatthinaterial characteristics of
'y | NOKA@S o0dZAf RAY3I YR GKS gl e&a AdG YrylF3aSa |
have a profound effect on the ways in which that material is experienced, authorised and then
sublimated into knowledge (Mbebe 2002; Robinson 2010). Thus, for Brownson, while their contents
broadly cover many of the same themes, as described abov@yr@ry housearchive remains in situ,
while an estate archive has been divorced from its originating location (2023a, 26). | employ
NEgyazyQa RAAGAYOGA2Yy 3J2Ay3 F2NBI NRO

The management and organisation of a country house archive may be as individual as its content.
Despite becoming increasingly professionalised since the 1980s, the role of a country house archivist
has to remain flexible to the specific conditions of thellection, and work within specific

circumstances and constraints (Brownson 2023a5@8 Brownson notes the resources published by
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the Historic Houses Archivists Group as indicative of the range of challenges an archivist in this context
might face, from the conservation and management of a plurality of materials held in the archive, to
working on a shoestring budget (ibid., 46). Betdgy constraints can lead to a lack of staff to catalogue
material or oversee its access, or dictate the oversight of multiple objects and collections by one
person (Carney 2011; (Brownson 2023a, 52)). Given these challenges (and more), there is an

acknowedged backlog of uncatalogued material held in country house archives.

To an extent, we can read the result of these archival challenges in the historiography on private
theatricals. It is possible to identify a trend in the historiography whereby overarching studies draw
on the same primary sourcesnamely, the Banks and By collections, mentioned previously
(Entertainment and Sociability) (Rosenfeld 1978; Brooks 2011; cf. Isbell 2013). Whereas individual
studies often respond to a discrete cache of papers, uncovered in a -{cetdiogued archive
collection, or newhappreciated by a researcher for their theatrical perspective (McGirr 2011; Watson
2011; Jordan 2019; Hubberstey 2024). All the studies cited here are incisive, scholadyinand
relatively nascent field within both theatre and country house histarigal. Yet, often the individual
casestudies remain somewhat siloed, rooted in biographical and geographical specificity, and failing
to draw substantial connections between or across communities or places. To a great extent, this
narrower perspective is a pdoct of the youth of the field, the silence of country house literature on
the subject of private theatricals, and the inherent biases of the country house archive. To wit, as |
have outlined above, the existence and significance of historic private pssfare entertainment is
overlooked by country house literature. Processes of cataloguing country house archive material
whether governed by overarching guidelines, or subject to the knowledge and availability of an
individual archivist can subsequentlfail to include search terms that are pertinent to this activity;
archive material that is relevant to a researcher of private performance entertainment can become

buried.

¢CKSNB NB &a2YS$S y2iGlotS SEOSLIiA2yay | dzooSNaGSe
9t AT F6SGK ,2N1S$Qa GKSIFONAROIfAa (2 YdzOK O6NRBIF RSNJ
research on Plas Newydd has extended the conceptual boundahedouse to the surrounding
communities (2022, 2025). However, it is the work and perspective of David Coates that really bucks
this trend, identifying narrative threads that connect multiple sites and link otherwise disparate
groups of people to reframthe ways we think about private theatricals in the 19th century, how and
where they were staged, and who was involved (2017, 2024). In order to do this, Coates has combed

a significant number of archival collections across the country, in both publip@vate settings
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(Coates, D. pers. comm. 2025)n responding to these different archival settings, his approach has

had to be flexible, encompassing a range of search terms for catalogued material and relying on
instinct, experience aneto some degreeluck, for unor partly-catalogued material.l K2 dz3 K / 2 G154 Q
scope encompasses British amateur theatricals of all kind, evident in much of his work is the richness

of scrapbooks for their theatrical testimony (see particularly Coates 2020): bound volumes dedicated

either to social engagement more brdig or, even, to amateur theatrical activity specifically, including
newspaper and magazine cuttings, programmes for performances and, sometimes, photographs of

the performers. Indeed, as | have already mentioned, it is scrapbooks in the Burney and Banks

collections that underpin a number of other publications.

Ly 020K Fy FINIAOES 2y [/ KI (ag¢xandigtariof muNiplevalugngs t | LIS N
of scrapbooks (see below for more on this discrete collectianyl a chapter of her PhD thesis (2023a,

261-332), Lucy Brownson, outlines the issues facing the cataloguing of scrapbooks in institutional
archives- and the opportunities brought by overcoming them. Including scrapbooks under the

dzYo NBff I GSNY 2F WSLIKSYSNI QFinasitéiondl Brehivés iwyigtelh W2 8 F
long-held professional principles of originality and uniqueness are still overwhelmingly prioritized and

valued, ephemeral materials are further marginalized by the organizing principles and dominant

LIN: OGAOSa 2F &dzOK NBLI2 aA (2 NI& haQ bedtservedrésgarcmony 0 & ¢
private theatricals, then, has the potential to be doubly obscured: first, by the omission of private
performance entertainment in country house literature and a consequent lack of awareness in
cataloguing practices pertaing to country house archive collections; and second, by the overarching
foundations and principles of institutional archives more broadly. A further issue with material
commonly found in scrapbooks, as described above, is the perspective they foregroagchmmes,

newspaper clippings and cast photographs all, in the main, recosdame activity. Some concession

might be granted in programmes to those leading backstage efforts, such as wig and costume makers

or stage managers, and some account of aRauSy OSQa NBIF OlA2y YI& 06S NEB
column inches, but frequently, this view panders to hpgbfile individuals. In mostly recording the

cast and repertoire, these materials perpetuate the obscurity of both backstage activity and audience

compasition, as discussed above.

BFom September 2024 to October 2025, | worked as a research assistant for David Coates. In part, the role
involved rationalising his many thousands of digital photographs of archival material pertaining to his research
topic, taken over the course of yeas§research. Through observation and informal discussion during -cgtch
meetings, | noted the broad application of his methodology.
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Should a scale of ephemerality exist, historic performance practices surely lie even beyond
scrapbooks. Recording performance is an enduring issue for scholars of theatre and performance,
calling us to question how, why and to what extent we ewam preserve an activity most often

defined by its liveness (Schneider 2001; Sant (Ed) 2014, 2017). In an age of digital media, video
recording offers one option. While this is a relatively recent developmentd not without its own

critical issues (for exaptesrelating to the recording, relaying and reception of productions through

NT Live, see Read 2014; Zhou 2020; Byrne 202hyites us to question the extent to which historic
performance practices are papbound, where else we might find evidence of ppsrformance and

how we go about interpreting that evidence. Indeed, in broadening the scope and definition of
WILIISNF2NXIFyOSQ (2 AyOfdzRS Odzf (dz2NF £ LISNF2NXI yOSas
role writing anddocumentaryarchives have plad in making and shaping history, privileging the
GNAGGSY | O002dzy i 2SN W2NI £ 2NJ SELINBaaA @S GNF RAG
undoubtedly upholding the structures of power that have dominated western history, even more
traditional ountry house archives are not limited to the care and cataloguinglamfumentary

materials alone, as evidenced by the plurality of materials held therein. Oral histories offer one

example.

2NRAGAY3I AY HnncX !'yYyi2AySGiaGS . daNI2y O2YYSYiGuSR 2y
LINSG@A2dza Hp @SENBRI y20Ay3 GKSANI NR{S Ay WKSE LIOAY
F NOKAGPSQ oOoHnncX o0® [ SRshire,&ndmfundlyNastifyihg tb teOBea & 2 F
progressive attitudes, oral histories of some of the workers on the Chatsworth estate began to be
collected for the DCA in the 1990s. The result of this project is an extraordinary insight into the day

to-day exstence of key workers on the estate that cuts across professional and social boundaries to

reveal networks of community forged through place and circumstance. These accounts complement

YR SYNAOK 5dzOKSaa 5S02N}KQA Lldz@tdrerobhérétspacvdy] 2y
broadly adheres to a narrative of productivitya narrative that implicitly underpins the financial

security of the landowner (Cavendish 1992). Despite being collected only from the 1990s onwards,

there is a strong sense of ttdion and inheritance in many of the accounts that connects generations

of workers across both centuries and class, with the potential to disrupt and rebuild established modes

of interpreting estate landscapes and their people.
Moreover, it was as a result of one of the oral histories produced for the DCA project that Lucy

Brownson was able to consolidate the full provenance of the Grafton Papers (€H1discrete

collection of archive material spanning 15 boxes in the DCAMasibequeathed to Chatsworth in the
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1990s by Tom Grafton, an estate tenant (2023b). Both the contents and the provenance of the Grafton

t F LISNB O2y(NROGdzGS aAIYyAFAOlIyGEe (2 (KAa &#KSara:z
NEsgyazyQa NBEASEHFNOK ARSYUGAFASR F LI GGSNY 2F AYyKS

clippings, postcards and other ephemera handed down and expanded upon by male members of three

different families on the estate. The men involved crossetegational and hierarchical lines:

Frederick Martin was the son of Gilson Martin, the Land Agent from-1888; Walter Longden, the

son of George Longdergardener to, among others, the Martins; while Tom Grafton, depositor and

namesake of the final ISOG A2y X YR pc &SIFNB 2If0SNRa 2dz/Az2

meticulously examining the contents of the albums to discern senders and recipients of picture

postcards, Brownson established kinship and connections between estate families othenkise

OANDdzvaidlydAartte GASR o0& GKSANI NBaLISOGABS LINRTS.

history testimony that confirmed many of the connections otherwise discerned only through glimmers

in the papers themselves.

Yet, the cataloguing and care of oral histories remain the responsibility of the country house archive,

in its role as a formalised part of the institution, and will be subject to the same idiosyncrasies, as
outlined above. As Burton explores, no archivey¢ O2 y i Ay W20l {fitsalvage 6t SRS
partial- and if, as Diana Taylor has outlined, performance activity in its broadest terms resists a written

f S3F 08 oO6HnNnnNnoOI &K2dAd R ¢S S@OSYy LRAAGAZY dieKS Ayal
LINPRdzOGA2YQ 64SS 02@08S0 F2NJ LISNF2NXIFyOS KA&G2NA
considering the role of embodiment and material culture in the historiography of private performance

practices.The question is further explored in my Methodology.

1.3.6 Embodiment and Material Culture

Arenas of knowledge production (arguably) free from the institutional archive, embodied knowledge
and material culture are central both to understanding backstage activity and to locating histories of
private performance practices in country house collecs. Yet, while the role of material culture has
been credited as important to the practice of private theatricals in the 18th century (Russell 2007a),

its backstage function and 19th century context have been overlooked, while embodied knowledge

4 NRogyaz2yQa INIAOES Aa Ay RAIFE23dz2S gA0GK (GKA& GKSaira A
original research contained hereispecifically that from 3.5.2 Behirttie-scenes: George Longdewhile the

Grafton Papers have provided the wayli? dzy RSNBR GFYRAY 3 / KFiag2NIKQa GKSI GN
Learning more about their position within the social fabric of estate life feeds a critical engagement with them

that is sympathetic to my research. Her article then, beyond its schalallye in terms of estate literature, is

also testament to the CDA PhD model, where collaboration can take place not only between the researcher

and the partner institution, as explored in 183Collaborationbut between researchers themselves.
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has been broadly excluded from historiographical consideration altogether. This omission is consistent
with literature on country house entertainment more broadly which, though linked with the rise of
laboursaving devices (as outlined in 1.3.3 Entertaintnabove), is rarely critiqued in relation to
material culture (Clark 2022), leaving a lacuna in connections between the adoption of new
technologies on the one hand, and the culture of country house entertainment on the other. In this
section, | considethe two arenas of embodied knowledge and material culture as intertwined, an
understanding of private theatrical material culturas it pertains to the more technical aspects of

performance- mostly contingent on a historically embodied knowledge of it.

Backstage work is an inherently embodied form of knowledge and learning. Skills in the creation and
operation of lighting, stage machinery and scenery, for example, are frequently and most effectively
passed on through practice rather than writing, withetlesults that an understanding of these
practices is inaccessible to those who do not learn them and, if they are not passed on, they are easily
lost. The publications of Richard Southern in the first half of the 20th century madeadis to widen
accessnto backstage crafts (Southern 1937, 1952). His work bridges 48th20thcentury practices

in both the amateur and professional realms and, given the period in which he was writing, can be
seen to speak directly to the practical guides from the la®hlcentury, as mentioned in 1.2.3

/| KI N} RSaz ¢l ofSltdzE +A@lyidia YR tNAGIGS ¢KSFEINRO
understanding the evolution of technical theatrical practices through this period. Southern was
himself a practitioner, andhe research of practitioners remains central to understanding historic
technical theatre practices. By virtue of their own practices as well as research, Wendy \Basetit

and Grit Eckert have madand continue to makevaluable contributions to th study of 19thcentury
scenepainting techniques, and of the communities and ecologies in which guainéers operated in

both Britain and the US, providing a muaherlooked human perspective to the discourse that
complements and extends the more tecbhal approach outlined above in Gender and Class (Waszut

Barrett 2018, 2024; Eckert 2025).

Indeed, the study and existence of historic scenery has proven to be a generative avenue into both
valuing backstage labour and skill and prompting research into-d@&tkury theatres. For example, it

was the rediscovery of scenic cloths that prompted ¢tlieator at Burton Constable in East Yorkshire

to look further into evidence for the historic theatre at that site (Wood, P. pers. comm. July 2024);
among their collection are several pieces of theatrical scenery dating to the 1840s and ranging in
executionfrom skilled perspectival painting on canvas to the homemade decoration of hinged panels

that reach a height of over four metres (Guerreiro 2021). On another occasion, a discovery of a large
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cache of painted scenic flats instigated a project to conserve the private;ckoiury theatre at
Normansfield Hospital in soutlvest London (Rowe 1999; Earl 2010; Thompson and Lennard 2013;
Langdon Down Museum of Learning Disability 2025). Furthernaogeiably it is the prominence of

the painted proscenium arch, and the existence of a stock of historic scenery that has prompted
NEASEFNDOK 2y [/ KIFIGag2NIiKQa GKSFGINBX AyOfdzRAY3I (KAS3

This relationship between extant 19ttentury theatrical material and research into the practical or
technical aspects of 19tbentury private performance has contributed to scholarly oversight of this
area. It is widely understood that there is a deartmaaterial evidence of 19teentury British private
theatricals. Yet, at the heart of this understanding is a logical fallacy: we will not be able to recognise
historic theatrical material in private houses if we do not, in the first instance, acknowkigge
ubiquity of private performance practices through the 19th century and, in the second, seek out the
material. Through extensive archival research, David Coates identified for the first time a number of
historic houses in Britain that, at some pointtive 19th century, built private theatres or converted
existing spaces to accommodate them (2017). Where the theatres themselves no longer wholly exist,
IA0Sy WSNBYe adzaazyQa SELX 2 Ndugibog (2002, Tesdiiled in O 2 dzy (
Entertainmen above, it seems highly likely that material traces of 1&tury private theatres and
theatricals have made their way into other areas of the country house. Further evidence of this is the
re-identification of a historic theatrical light dimmer at Ceabrth, long thought to be related to the

Dairy there (Appendix B).

The potential fruitfulness of research undertaken on the backstage material culture of private
theatricals is evidenced in European examples. Relative to the number still extant in Britain that
researchers are aware of, there are a plethora of historiegbei theatres across EuropeThe work

undertaken on the 18tkcentury court theatre at Drottningholm, Sweden, offers a particularly exciting
template for how future research might be carried out at Chatsworth (Sauter and Wiles 2014).
Although there are significant differences in s¢aberiod and architectural development, both

theatres are remarkably intact, with a stock of historic scenery and original backstage fittings.
Researchers from the Universities of Stockholm and Exeter have engaged with the heritage site of
DrottningholmtoA Y 4§ SNN2 31 ¢S (GKS o60dzAf RAy3aQa KAalu2NER FyR 0

NS

staging operatic performances. Since the modern performances embrace the Baroque constraints of

the theatre, employing historic scenic methods and reanimating much ef dhginal stage

15 Many of these can be identified via a website dedicated to historic theatres across the corffloagt
2025) while still others are coming to light as research progreéses findings coming from Wagner and
Coates 2025)
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technology, the scholars acknowledge many of the tensions that accompany performance
reconstruction, especially in a space that has, since its construction, adopted a variety of uses and
which, today, functions primarily as a museum. Nonetheless, the ptasen and research of
Drottningholm speak in a large part to its 18tbntury identity. How should we understand the

backstage culture of a 19ttentury private theatre in Britain?

There are three sources that have proved particularly useful for exploring this question in the context

of this thesis by drawing out and articulating knowledge that is otherwise located in the body through
practised experiencethough they are all rootedh professional practice, as opposed to amateur or

LINA G §S® ¢KS FANRG A& ¢NroOe /IGaStftQa tK5 GKSaai.
the 19th century (2015). Cattell identifies the title being employed for a number of individualawi

range of distinct skills and responsibilities, highlighting the diversity of people to whom such a title

could apply. Furthermore, in her study of prompt books from the period, she evocatively presents the
particular dramaturgical awareness that sommeo overseeing behinthe-scenes activity would
NEIjdZANBd® ¢KAE A& NBTFESOGISR B ya 2 &KNKRBEAE LISYND 0. | dEEKIQ ¢
life backstage in a professional theatre, and which often humorously details the exasperating job of
badkstage managers and prompts in working with actors. Such a hoewatned approach is the
OSYidNIf GKSaAa 2F [/ KNRAGAY 9aaArAyQa ¢2N] 069a&aaAry
scholarship, seeks to highlight and value the labour and communitiesutitirpin onstage activity.
9aaAryQa ¢2N] OKAYSa Ofz2asSteée gAGK (GKS LISNBLISOGAGS
overturning the upstairs/downstairs paradigm and giving primacy to the voices of those who perhaps

knew the ins and outs of theplaces of work better than anyone.

The scholars highlighted hereEckert, WaszuBarrett, Cattell, Moynet (and Baugh), Essiare
practitioners in their respective fields. Their contribution to understanding backstage labour, and the
interrelatedness of that labour with the objects it employs, is a direct result of their own experience,
and testifies to the importance of atteling to those that do the work. Archival traces are limited in
their ability to reveal the histories of private performance practices; they must be interwoven with
those material and spatial traces that survivdraces that are best appreciated by working
collaboration with those that know them bedtexplore this interweaving in my Methodology, but i

is the theme of collaboration that | explore in the next and final seatiaihis Review

1.3.7 Collaboration

Collaboration between the British country house and the academy has an established record of

producing important work. In recent years much of this work has been initiated by houses themselves,
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or those institutions with the responsibility of care for country housssch as the National Trust and
English Heritageworking in collaboration with each other and the academy. Regionally, for example,
the Yorkshire Country House Partnership, coimgisbf 12 houses across Yorkshire working with the
University of York, has developed a network of relationships that has supported individual research
projects and produced coordinated exhibitions on topics that broaden the historic social contexts of
courtry houses (Ridgway 2018). Over the years, the partnership has contributed to a developing
discourse on, for example, elite women and their agency in the country house context (Larsen 2003;
Larsen (Ed) 2004), and the reinterpretation of country house estdtom the point of view of those
working on them (Tatlioglu 2010), while the ramifications of the relationships developed through the
partnership can be detected in the most current scholarship (eg. Graham 2025). The pasaifigrg
research identifid in 1.3.4 Gender and Class above, such as the radical reassessment of properties
and collections with connections to slavery and colonialism, was a result of the National Trust and
English Heritage partnering with external scholars, and partnerships leetiveritage organisations

and the academy continue to advance the research agenda around the country house. While some
outputs from these projects have included exhibitions and scholarly tomes, others have reached
beyond the academy with specificatturatorial impact- for example, practical, opeaccess and
accessibBg NA GG Sy Wwiz22t1A0aQ KIFI@ZS 06SSy RS@St2LISR 0O2f f
support researchers and collection management teams across the spectrum of properties owned by
the Twst (Lamb and Pooley (Eds) 2023). These tools lay the groundwork for future research and model

true knowledge exchange between heritage organisations and the academy.

Within this culture of industacademy collaboration, the Collaborative Doctoral Award (CDA) and
Collaborative Doctoral Partnership (CDP) moddliK Research and Innovation initiatives wherein
non-academic organisations partner with higher educationitnbns to support PhD projects with

mutually beneficial outcomeshave been particularly impactful in offering opportunities for deep and

detailed research work that might otherwise by stymied by industry pressures. Projects have ranged
fromelitewomead f AGSNI NB F3ISyOeé IyR KFEoAdla 61 dzoo SNE (G S¢
in placemaking (Bryning 2025). This doctoral project is itself the result of a CDA and has been
undertaken alongside that of Lucy Brownson at the University of Sheffiblose thesis addressed an
AYGSNBRSOGAZ2Y Lt FTSYAYA&ad 3FFLI Ay GKS LINRRAZOGAZY |y
which is already evident through this literature review (see particularly 1.3.5 Archives) (Brownson
2023a). In a complementarytarle, Brownson elucidated the power of the CDA model, specifically

RNI gAy3a GGSyGAzy (2 (K S-aiicgnddibdafchivesBalarsvartidg Wat 2 g
G26F NRa GKS RSO2ft2yAal GdAzy 2 F-exanNdhgddmhendisrtptingl G Ay a
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Anderson 2019, 90)and the radical potential of this approach for drawing out the voices of those

otherwise silenced by the biases and practical constsanf the country house archive.

The successful support of our work by the Chatsworth House Trust is in part predicated on the
experience of supporting a previous cohort of CDA students 2019) based at the University of
Sheffield, whose research unearthed valuable accounts of theliies and varied work of servants
across the Cavendish estates from the 18th to the 20th centuries (Butler 2019; Clapperton 2019;
Wallace 2020). One of the major outputs from this collaboration was the publiclgssible Servants

and Staff Database a compilation of archive records and published sources relating to historic
Cavendish staff identified by the researchers during their time in the Devonshire Collections Archive
(Chatsworth House Trust 2019). While this database built on an existingbgdy of] o6& / KIF G &a g2 1
archivists and volunteers, it exemplifies the detailed work made possible by the CDA model, and is
comparable in its scope to a similar database produced by Harewood House in 2015 (Harewood House
Trust 2015). As well as testifying tioet power of individual houses to redirect their own research
agendas, the production of both databases is a pragmatic,-favng solution to fielding countless
enquiries from members of the public wishing to learn more about their genealogical conrettion
historic staff on the estates. This surge of enquiry reflects a public desire to learn about working people
in the histories of country houses and their estates, yet it also stretches beyond the lives of those on
the Cavendish payroll to include hisiotenantry in a range of properties in the Cavendish portfolio.

As such, it speaks to the relative dearth of literature on this topic, as discussed in Gender and Class,
and calls us to pursue scholarship in this area. Given the time needed to read theragsin of

country houses archives (see 1.3.5 Archives), and the relative success of CDA projects in doing so,

collaboration looks to be a productive way forward.

At the time of writing, the National Trust is developing a research project around the topic of Amateur

I NBF GAGAGE 06/ 2YNRBE& HAHpUL® C¢KSNB Aa aldlyd AyTFz2n
development by Rachel Conroy suggests something of attepvaith the University of Oxford, where

Conroy has affiliation (ibid.). The extent to which this project will include theatrical creativity is

dzy 1 y26y T OSNIIAyfes /2yNR&Qa ol Ol INRdzyR Fa I &OK
inclusion & theatricallyrelated material to be secondary to those collections more traditionally
associated with country house creativity. Yet, individual properties within the National Trust have

been unearthing traces of theatricals in their collections or histfor well over a decade, attempting

to contextualise the stories they tell and discovering that interpretation along theatrical themes can
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offer valuable opportunities for visitor engagement. Such presentation of these sites swims against

the tide of the historical erasure of private performance practices otherwise represented in country

house literature. In 2012, the National Trust propesfyLyme Park, Cheshire, reinstated a temporary
adr3as Ay GKS [2y3 DIfftSNE G2 NBOFff GKS [S3IK FI
the 20th century (Anonymous 2012). The property used this as an opportunity to engage the public

by stagng a production of a onact musical fairytale in which members of the public could participate.

More recently, Plas Newydd in North Wales, home of the 5th Marquess of Anglesey at the end of the

19th century and now in the care of the National Trust, hagaged in a number of publfacing

activities to reimagine the theatre that the Marquess updated in the former chapel. In 2017, the

LINB LISNI & & dzZLILR2 NI SR LISNF2NXYSNJ { SANR2E 51 gASaQa Yd
(Davies 2017), and BR023 created artisted installations to evoke the elaborate theatrical costumes

d2fR o0& [ dzOGA2y AYy wmdbnp (2 LRaGKdzy2dzateée LI & GKS
Hall in Northumbria, another National Trust property, gutted by fire in 182@ left as a shell, has

embraced both the theatrical bent of its original architect, Sir John Vanbrugh, and itsdi@tlry

history of lavish entertainment to characterise the house as explicitly theatrical. According to the

¢ NHza G Qa ¢ S o ath sefés adiafnBtapKaiastSge sepfor the stories of the Delaval family
-former owners of the sitek YR O2 Yy (i I AKX & & LIA WERNE N#z®St Ay3 GKSI GNB

which visitors are invited to tread (National Trust No Date).

Despite these examples all taking place in National Trust properties, and despite the period of time

that they span, each property has treated the presence of private theatricals at their site as broadly

siloed, isolated from each other and detached fromider cultural practice. When consulted in 2022,

GKS blFOdA2YyIlf ¢NUzZAGQa /[ dzf GdzNIF € | SNAGEF3IS / dzNF G2NJ F
SYRSI @2dzNE Sy &SFENB SINIASNE 2N GKFG GKS al NJjdz
within a rich and varied culture of private performance (Chennell, D. pers. comm. July 2022). When
properties have required academic input, this has been sought from scholars working in the field of
Theatre Studies: David Coates supported Amy Carney in hearosto interpret Lyme Park in 2012,

YR =A@ DINRYSNI KIFIa ¢g2NJ SR Oft2aSte gAdGK tfla bsS
theatricals (Carney, A. pers. Comm. August 2024; Chennell, D. pers. Comm. July 2022). While cross
disciplinary collaboradn is vital for bringing new perspectives to country house histories, the
consultation of theatre historians by curators of historic houses reflects the erasure oté&8thry

private performance practices by country house scholars.
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Indeed, there is frustration among some curators of country houses open to the public that the
research to contextualise, conserve and display material traces of their theatrical histories is so far
removed from their usual sources of information. Burtammé&table in East Yorkshire are desirous of
reinstating a private theatre they know to have been present in one of their rooms in thd atid

century (Wood, P. pers. comm. July 2024); | introduced their extant scenic stock in the previous section

on Embodinent and Material Culture. These pieces are in poor condition due to their historic storage
conditions, but the costs associated with conservation must be considered alongside future
management and wider values: how should the property store such largeetshj How can they

create value from prioritising the care of these objects over others? In an informal meeting, the former
curator of Burton Constable pointed out the wealth of research readily available to country house
curators on fine art topics, suas furniture and paintings, but the dearth of support for understanding

theatrical materials (Wood, P. pers. comm. July 2024). This challenge is evident in the conservation
NBLIZ2NI F2NJ . dz2NIi2zy [/ 2yadaqlofSQa aoOSySNRiwhizy RSNI I |
language more commonly associated with fine art is used over theatrical terminology (Guerreiro
HAHMO® C2NJ SEIF YL SS GKS O2yaSNII (2 NJ-adovdYiar NA aSa
NEY2BSR FTNRBY (KS GKSIAOANATE AT RIS/ (12AND STt [aidadKe |
to emphasise aesthetic value over function, and pushes towards an approach of conseivation

suspension rather than considering practical use.

Representing the historic culture of private performance entertainment in country houses open to the
public offers opportunities to engage visitors in ongoing and meaningful ways that not only entertain
but enrich our connections to these sites. Howevethis culture is to resist tokenism and become
embedded in country house narratives, curators need to understand the related objects, archives and
spaces in their care and how they relate to broader country house themes. There is a need fer a two
way bricdge between country house studies and those working on the topic of private theatricals in

theatre studies; there is a need to collaborate.

1.3.8 Conclusion

This Literature Review has broadly identified the historiography of private theatres and performance
practices as siloed along disciplinary lines. However, throughout and by way of its structure, | have

tried to highlight the porousness at the edges of leadiscipline and the potential for an
interdisciplinary approach through collaboration and methodologies that deviate from a country

house norm. Where country house scholarship privileges art and architectural history, an
interdisciplinary approach contrilzii Sa (G2 GKS RS@St 2 ispatalpérspciive @ A N2 dzi N

the country house by claiming that, where private performance practices are concerned,
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entertainment, built space, and the wider country house estate are inseparable. As such, the review
argues for a reading of private performance practices not only as theatre or performance history but
also as spatial and material practices within countoy$es, and as social and professional activity

connected to estate communities.

The archive was identified as an important repository of primary source material for uncovering
histories of private performance practices, but it is by no means the only source. The review drew
particular attention to those voices and perspectives misdirmgn or overlooked by existing
historiography, in particular those working backstage and the composition of the audience. Given the
correlation between scholarship (and the relative lack thereof) on backstage practices and the service
community of the coantry house, in looking beyond estage activities, it is necessary to attend both

to material and spatial cultures of performance and the embodied knowledge of those who interact
with them. Yet, if this appears to suggest a route through the researctbtgins at the paper archive

and ends with the material or spatial, the reverse is also true: attending to material and spatial traces
of performance encourage us to interrogate the archiueits paper, oral and embodied formi a
differentlight. TR € I G G SNJ I LILINR | OK KI a -RXSBy QRGSdARNE K2dzRS
that is predicated on a deep engagement with traditional archive material and subject to its organising
principles and biases. Indeed, by looking at material and spatiidlues of private performance
practices, researchers can reconstruct hidden layers of everyday life, labour and creativity in and

around the country house that either evades the archive or exists in glimmers therein.

Partnerships between heritage organisations and the academy have opened up, and continue to
develop new research agendas, with the potential not only to reshape scholarship but also public
history and visitor engagement. Nonetheless, the challenge renaembed performance narratives

in country house paradigms, such that they resist tokenism and reflect the complex interactions of

landowners, gentry and estate communities.
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1.4 Methodology

This thesis takes as its starting point wesdtablished methods of researching and analysing
architecture in buildings history and archaeology, blending analyses of the fabric of buildings with

deep archival research. However, it also draws on methodsvattlodologies from the intersection

of ethnography, performance research and embodiment. As such, the methodological approach
reaches towards interdisciplinarit. 2 f F3+Fy3 YNRBKY LkRaAiada aGKFdG wyza
projects are organized aroundakworld cases [and] that these cases have to be understood with all
GKSANI O2y GAy3aSyd TSI {dz2NBGL7, B1yAR thelpotiLitt df¥ L dilabyrativel f O2 y
Doctoral AwardCDA)this PhD project isto all intents and purposes, reatworld case it broadly

addresses the problerand specific organisational conteitentified in 1.1 IntroductionThe vast

majority of research for this thesis was undertaken on site at Chatsworth, alongside and in regular
communication with the professional curatorial and collections team. Working in this environment
NEaLR2yRAYy3 G2 O2f ft S| marslPproecs,adapihgeidy 5 thetensice Ani2 NIi A y 3
circumstances of a privatelywned mansion that receives over 600,000 visitors a y€aatsworth

House Trust 2023, ZF A 3dz2NBa | a 2yS 2F GKS WOANDdzyaidl yualf
and progress of this project. The methods for collecting data and the methodological frameworks
through whichboth the methods andhe data have been understood have had to be flexible,

pragmaticand responsive.

1.4.1BuildingsArchaeology

Despite its associations with temporally distant civilizatiense those prehistoric, Classical, etc
archaeologganbe seentob¥ 2 NS O NBIF Rt & O2yOSNYSR gA0GK WIiKS Yl I
FNRY | f {Hicks)&ndBeaiisy Q006.. 15 broad and adaptable application, with a scope to

explore material culturén relation toany society, is perhaps why Susie West found it remarkable that
archaeologists had swerved the country house as a case study site for 44 9®®gas discussed in

1.3.2 Architecture, etc abovelhe study of standing buildings within archaeology adopts a systematic
stratigraphic and visual analysis of a building to determine its phases of cl@nggland 2020}-or

this study, | undertook aisual analysis and photographic record of gpaces of thel'heatre- the

gallery, the boxes and the stagdo gain an initial understanding of ifghasing learn about the

materials usedand identify any specific features that might be significaltte main sources of
contextualisation for buildings archaeologists are not generally available for private theatres; Historic

9y 3t yRQa fA&GAY3 3dzA Ridtestc@uhtily hodzediadzNste fdr peRorntanté, S NIi | A
pre-1700, but is henceforth concerned with public buildifgsstoric England 2017, 130 its specific
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criteria for listing designationie. those aspects of a public theatre that make it particularly important

-0KS 3dzARS adlidSa dGKFd GKS WadiNBAGIE 2F adrkasS Sij
no further information on how to identify, date or understand thenctionality of such equipment

the select bibliography (all of which has been consulted for this thesis) is concerned only with
architectural developmentFollowing his visit to Chatsworth in 2005, Wilmore noted the rare

exisence of a range of technical items pertaining to the theatt#St SOGNAR OF f t AIKGA Yy 3
early electric followa LJ2 1 & = | Yy R T2008,#6)Alankside 4 3kashtof tiskit€©and seating

LI Fyad ¢KS LI LISNI GNIF OS&a 2F 2 Af YONEHYpbutikhguRA y 334 a
technical knowledge of stage operation or illustrative images, the equipment is harder to id&mtify.
examination of the suistage space revealed the pipes through which electric cables snaked to reach

the footlights, and it is possible that the removal of the planks on the apron of the stage would reveal

the pillars that Wilmore mentions. However, thismoval was ot possible. SG6SSy 2 Af Y2 NB Q2
and my own record of the Theatre and its surrounding spaces, many objects and items were moved
andthere is no record of theubsequent whereaboutsf the moveableequipment.With the help of

the Head of Collections, | searched the Granayarge space in the attics of the Stable Block that is

today used to store an assortment of objeetto no avail. These important material traces of the
¢CKSFGiNBQa fATS KI GBS 0 Sullyin the pracass Supdr of thhiBsignifidakcB A NJ O 2 y
they mayeven, quite possiblype lost. Moreover, the careful retention and cataloguing of the related
documents point to a privileging of papbased archive material over objects that accords both with

the historiography of the country house and its obfuscation of functionality in favouesthatics,

and that of thedocumentaryarchive as the primary site of knowledge product{@npoint | develop

in 1.4.3 (Auto)ethnography, etc)

How a records madeof a site and then how that record becomes meaningfue key concersin
post-processual approaches to archaeold@nanks 2007History is made, not in the evidence itself,
but in how that evidence isnderstood andnterpreted. My engagement here with an archaeological
methodology is a development from ngy I & (i elydEea through which | nurtured a particular
interest in a biographical approach to the study of buildings. It is to this area of interpretation that |

now turn, and it is on my earlier foundation of knowledge that the following overview is built.

As | outlined in the Literature Review (1.3.2 Architecture, etc), buildings archaeology has historically
been concerned with the study of vernacular buildingfgose buildings constructed without a named
designer and often built from local materiglBrunskill 1987)An early desirefrom the 1950st0

understand local, regional and national trends in vernacular building led to a strong typological
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approach(Fox and Raglan 1953yhich provided a framework for the field for the subsequent two

and a half decades. While lateend parallelscholarship moved away from concerns with typology, it
likewisesoughtoverarchingnarratives to explain shifts and patterns in letggm, regional or national

building developments, such a4. G.1 2 31 Ay a4 Q WD NB53ji- YRS dadizAlif (RASYEI QW2 K Y :
WD S 2 NH A (1992)I5dkR &oprdaches were criticised for obscuring the nuances and diversity of

human and material agendgydicks and Horning 2006, 280; Lucas 2006a88) broadly, these grand

YENNI GADPSE 6SNB NB2SOGSR Ay Tl @2dzNJ 2F Wglhkea GKI
0 KS dhrsdn @999, 693 biographical interpretation of buildings is one such way

While there are a number of ways to interprtenti KS F LIJLJ A OF GA 2y 2 HLudd® A 2 ANI L
2006, 40; Mytum 2010QXhis thesisconsiders it via the biographies of individuals or groups who have
interacted with the building, blending personal histories with material evidence to create a narrative
of experience within and of that buildin§.As | summarised in the Literature Review (1.3.2
Architecture, etc), it is founded on the theoretical position that buildings carry agency; they exert
influence over time by shaping human action, behaviour and feelthgough interaction In turn,
likewise over varying lengths of time, people shape buildings; not only by constructing them, but by
altering them in ways small and largleoth physically and temporalkfrom engraving their names in
windowpanesto wearing down the same stone steps through decades of @sanular changes to

the fabric of a building are as of much interest to an archaeologist as larger ones, concerned as we are
gAUOK (KS WaNH F0k&AFER) thasé commonplace material objedtsr changesihat

might lend us understanding of the practice of everyday life in the(pdshes 2012, 16)

Such a reflexive relationship accords with acial perspective di 2 OA 2 f 23A a0 ! yI K2y
theory of structuration, wherebyndividual agency andverarching social structures are two sides of

the same coin, individuals acting within and constrained by social structures, yet with the potential to

alter it in small but meaningful way$986» / AGAy 3 DARRSyaQa (GKS2NER A& Yy
invokes regarding the reflexivity ghysicalstructures and human agency, but also for the ways in

which we might consider individual agency within the social structures of the country house estate
structures that have hitherto been presented as rigidly hierarchical (see 1.3.2 Architecture, etc and

1.3.4 Gender and Clas§iven that a biographical study is concerned with the interplay between, on

the one hand, histories of both individualsdagroups and, on the other, buildings, it is also concerned

with how buildings influence social structures and vice versa.

8 While a biographical approach to the interpretations of buildings has been widely taken up by archaeologists
internationally, it is possible to identify a distinct branch of this approach through the work of scholars at the
University of YorkGilchrist 1997; Giles 2000; Jenkins 2013)
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¢t K2dzZdK RA&OdzaaAry3a OlFadfsSar aliiKSég W2KyazyQa ad
buildings is pertinenboth to my own methodologicalthinking and the findings contained herein
regarding the presentation of space at Chatsworth on the occasion of private performances
WLT ¢S o4yl (2 dzyRSNAGIFYR K2g GKS& wOlFadtsSas
understand them as backdrops in front of which and through which the identities of men
YR 62YSy 6SNB WLI &SR 2dziQd ' yR (GK2a$S ol Ol RN
and skill of a theatre production. As the identities of the protagonists changed, so did the
YSFyAy3da 2F GKS LIKeaAOlt &aiNHz0 dzN®B@3) SPSYy 6KS
W2Kyazy SYLX2ea GKS g2NR WLINRGlF3I2yAadaQ G2 RSao
indicating astyleof writing that is, perhaps, more akin to narrative than, say, report. Indezdative
is a fundamental component @ biographical interpretation of buildings, used to particular success
in the United StategDolkart 2012)the discourse around which has evolved into methods and modes
of storytelling as a tool for public engagemgftraetzellis 1998)In the UK, Harold Mytum sees
engagement with a wider audience as the responsibility of the archaeologist, regardless of their

subject matter, and further observes thahdertaking researctith | y WSy 3| Jidmyirl@n 2 dzi LJdzi

influencethe ways in which that research is undertak@010; cf. Holmes 2022)

While Mytum also cites a large range of both modes and arenas of engagement, indicating a broad

scale along which the process of research may be influenced, his observation chimes with the
WOANDdzY & G I y (Krohnf2017) 219F Bé prokl 6@ d@this thesis. That is, the research was
undertaken and a number of other outputs were produdecdrderto engage a range of audiences,
AyOfdzZRAY3 [/ KFEGag2NIKQa O2f f S @amegni20204 0?1, 2085R DA & A
/I 2y i0NAROdziA2Yya (2 [/ KI & ¢ 2sNiodddd thedldst@gramtaccoat BfitHe LI |
collections department (@ChatsworthArtwere a part of theagreement made between the CDA

candidates (Lucy Brownson and me) and Chatswarithr to the commencement of this project, as

part of its collaborative nature. The methods of research for this thesis, #oeass all methodological

fields,were influenced by anticipated outputs.

1.4.2 Archival Research

Given the role of personal histories within the approach to buildings archaeology that this thesis
adopts, the consultation of documentary recordss afundamental(and enjoyablg part of the

research process. Indeed, it was always anticipated to bengbe early 2000s, a stash of documents
NEBEFGAYI G2 /KFEGas2NIKQAa ¢KS béfoidbeingtataloghddl Brida 02 5 N
stored amidst the rest of the archvea SS G KS | 623S NBFSNBYyOS G2 2Af Y
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material) Yet, without sufficient time and appropriate expertise, the significance of the papers
contained therein could not be fully appreciatédf. Wilmore 2005)The existence of this collection is
partly responsible for the creation of thjgoject andwas anticipated to be a major contributing
source. From the outset, then, the design of this project has been rooted in the possibilities afforded
08 /KIFIiag2NIKQa I NOKAQGSO®

The Devonshire Collectiamrchive (DCA) comprise some 6,500 archive hakesvast majority of
which are stored across four large spaces between Chatsworth House itself, and the nearby Stable
Block While the survival of documents that pertain to country estates is often haphazard and
serendipitous, the DCA is relatively comprehensive by comparison to sirsitzely estate archives.

l'a [ dzO& . NRBgy@azgzy ¥ 8 NI A OtiiegRiC A8 Wkyely (ndiNél any catastrophic
losses through natuteor accidental disasters such as flood or@@023a, 96) nor has it suffered
significant losses througbale or deliberate censorshipf. Bailey 2008)/here @gps and erasures in

the paperscan be identified, thegorrespond, in the main, to the sale of various properties over the
centuries; broadly speaking, when a house was sold, the related paperwork went {Bttownson
2023a, 95104) What it therefore represents is an amalgamation of papers that relate to the historic
portfolio of Devonshire properties and which were consolidated at Chatsworth at sporadic intervals

through the first half of the 2 century (ibid.).

Given that this study spans the period 1823 to 1907 and takes as its starting point the conception and
development of the Theatre across this period, a focus on archival sources here coalesces around
these dates and this sit®Relevant collections within the DCA, then, include family papers relating to

the 6h, 7th and 8h Dukes of Devonshir¢CS6, DF4; DF5; CS8, DF6), estate records from the

/I KFdag2NIK 9aidlF4S hTFAOS 059«k/ 1 0% | NOKAGSOGdzNI £
and, from relaéd collections, the Grafton Papers (CHtl1land many others, besides. Further
collections were consulted to establish the scope of this study, such as the collection relating to
Penrhos CollegéCH4) a girl€xschoolthat relocated to Chatsworth during the Second World War.

While the results of this scoping exercise are not necessarily included herein, the process was

AY Dl tdzk 6fS F2NJ LINREGARAY I thconfur@iis®nI INRB dzy RAYy 3 Ay |/

However, it is one thing to identify collections with the potential to be relevant, but it is quite another
to consult them. For example, tth Duke of Devonshirl790My py 0 3 G KS LINRPIASY A G2 NJ
north wing, was an avid and ardent collector, both of objects and of papefre was a keen

correspondentdiarist and scrapbookeOf the papers relating to thetld Duke, the correspondence
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series alone (DF4/1) comprises 1,155 individual letters and a further 13 volumes of scrapbooked ones.

[ FdzZN} 9y 3St KlFa O2yOSAQPSR 2F WiGKS LISNF2NXYIFyOS 2
02 dzNRAKXY &P 2 KATS 9yaStQa O2yOSNYy Aa Y2NB 6A0GK (KS
senses to position themself in relation to archival matesiadl their findings thereinher coining of

0KS LIKNIasS WHNOKAGIE (2dNAadQ OKAYSA kastanddzOK & A i
ultimately, unknowable errain. The map of this terrain is offered in the form of a catalogue, and a

tourist may have undertaken prior research to identify the types of places (materials) they would like

to visit (consult), bt conversations with locals (archivists and curators), as well as unplanned detours

and an evolving knowledge of the siteave the potential to reveal beauty spots off the beaten track.

Navigating the DCA required all of the abottaving identified some specific collectionsjop

grounding in the research of buildings guided me towards searching for specific types of sources
namely, architectural plans, magsyilding accountand images of the north win@arson (Ed) 2019)

The catalogue was then consulted, using search terms that evolved as new information came to light.
C2NJ SEFYLX ST Al o0S8SO0FYS FLIWHNBYyld (GKFEdG WeKSIEGENBQ Y
O2yaARSNI GA2YyS a2 (KS { SINWR2 WENBS (ISEDJI /y2RYSARS NI ARy
led the archivists to suggest other avenues | might considerexample,l spent a considerable

amount of timechasing the provenanaaf seven Regency theatre lights, sold at auction as part of an

attic sale irr010. The assistant archivist had been working througlatietioncatalogue and thought

I might be interested. While | could find no conclusive evidence for the origins of these lights, the
process of researching them introduced me to a previously unconsidered exploration of historic
theatre lighting more generally, frorwhich an extant theatrical lighting dimmer was identified

(Appendix B)The example also points to the fact that echoes of historic collection items are not found

in the extant archive ahe.

While the DCA is remarkably well catalogugds subject to some of the budgetary, staffing and
circumstantial constraints seen across the sector (see 1.3.5 Archives). Abistariic papers turn up
in unexpected places across the house elsewhere- and, to be subsumed into the organisational
framework of the archive, are necessarily catalogued apart from their counterpdmse lre also
items which remairuncatalogued For examplethe cataloguing of thecorrespondence series of
Blanche Cavendighi8121840) (DF13/1), niece of thét6Duke, was beingndertaken by a volunteer
duringthe researctphaseof this project Aware of my research, the voluntegrew my attention to
three letters she believed would be of relevance mere days afterhad read them; | would not have

been able to identify these letters through the catalogue prior to her van#, due to the fact that
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0KS @2ftdzyiSSNRa LINB2SOG ¢ta 2y3z2Aay3a i GKS GAYS
of relevance of which lam notawae.K A & SEI YLX S A a thefgen@eretN®iEiS bft A y3 2
power shape the very infrastructure of the Devonshire Collection Arctfseswnson 2023a, 123;

Daybell 20180 | R GKS OFdGFt23dzay3a 2F . flyOKSQa tS4GaGS
perspective may have featured more heavily in the narrative of this resesvbile a logical and
systematicscrutiny of the DCA was therefore attempted, the most useful data was often a result of

my position as an embedded researcher and the relationships | was able to d€seophe next

section)

Of particular use tahe research of the Theatre in the period of thith ®uke- 1895 to 1907 were
papers originating from the estate office: accounts books, correspondence, tickets to the theatricals,
aSlIGAy3 LXLya 2F GKS | ddeddhatd 3wy5)nimgiRainigatdsthadT FA OS Q
in buildings archaeology and attempting to understand and contextualise the materiality of the
Theatre itself, these were primarily read for functionalist ends: what equipment was used in the
constructon of the stage, who supplied it, at what point was it installed, and so forth. However, the
material increasingly spoke of the people who worked to organise, manage and undertake the
installation of the theatre, and the subsequent running of the theatsic®ue to its originating
location, it spoke of the estate office and the wider networks of paid labour and socialised support in
which it operated. As such, throughout this thesis, there is a strong prakence that obscures the
presence of women, whappeared in the archive material more marginally. However, not wishing to
reinforce this obfuscationand by reinforcing, worseih- | have aimed to include the names of women
where they come into the narrative. Unfortunately, the scope of the study has often meant that

further research on these women was not possible.

Archive material in the DCA was augmented by the consultation of digitisedand demographic

records- in particular, census data, and birth, marriage and death recordsvspaper recordand

the Servantand Staff DatabaséChatsworth House Trust 2018pllowing the lifting of restrictions in

place from COVHD9, towards the end of my datgathering phase, | consulted the papers of Dr.

Edward Mason Wrench at the University of Nottingham Manuscripts and Special Coll¢Gi»as9

Wr), LIk @ Ay 3 LI NOGAOdz I NJ FGdSyadazy G2 YSydarazya 27 |/
community inhis diaries and cyclostyled letters for the years 1895 to 1@%Hile part of the archival
methodology for this thesis was a deep and detailed exploration of the affoedaatthe DCA for

GKEFEG AdG NBGSIFta Foz2dzi / KFI1ag2NIKQa 26y KAAG2NRX
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opportunities for historical enrichment brought by expanding an archival scope.

| 26 SOSNE Iy Sy3aFr3asSySyid oA0GK / KIFIGag2NIKQa | NOKA @€
Working collaboratively at and with Chatsworth granted me significantly more freedom to engage

with the spatial qualities of the archive than that afforded to a regular reseattleee. | was inducted

into the processes for safely and securely retrieving my own archive material, and permitted to consult

that material in the room in which it was stored (following conservation guidelitegdking Achille

a 0 S'Y & &uzeption of the power of the archive as a spatial quéitpembe 2002) Antoinette

LdzZNTI 2y 6NAGSE 2F GKS FNDKAGS +Fa WH YFEGSNALE  LINB
users both literally and figuratively. For if the official archive is a workplace, it is also a panopticon
whose claim to total knowledge is m&S R o6& Ada O LI OA@m®6, 2 NJdiNZiRIYIQ &4
statements serve to highlight, by contrast, the atypical liberty | experienced in accessing, perusing and
physically engaging withthe DGAK SNB . dzNIi2y Qa AYlFIAY SR NBaSI NOKSN
| had therelative¥ NS SR2Ya 2F 9y 3&ENRR0IHWF NOKA G G2dz2NRailQ

Much of the consultation of the estate papers, which proved so fruitful, was undertaken in the former
Laundry- a large room thatoday forms one of the four main archive storage areas, and wsitsh
directly beneath the Theatrd.o reach the Laundry from the offices occupieday by the collections
team, you must walk down and along former servabtairs and corridors; once you are outside it,
you are also able to continue up the stairs of the Theatre tower to reach the small door that permits
access nto the stage of the Theatre itself. The sources of data that underpin this thiegik space

and archive became folded within themselves. The significance to the methodology of my immersion
in the physical relationaland intellectual spaces of both the DCA and Chatsworth itself are discussed

in the following section.

1.4.3 (Auto)ethnography and Embodiment

The purpose of this section is to make explicit what is implicit throughout the subsequent chapters of
this thesis: namely, my own involvement with my subject matter. | invoke (auto)ethnography and
embodiment not to describe a preonsidered method to ga#r data, but toacknowledge that data

that was gathered less consciously andetglain the methodological frameworks through which |

herein interpretand write aboutthat data.

Asmentionedat various points throughout this Methodologfe nature of my CDA partnership with

Chatsworth involved sustained periods of onsite research; | worked onsite for two to three days per
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week for a period of around 18 to 24 months (excluding 6 monthb@iCOVIEL9 lockdown, from

March to September 2020), followed by further sporadic days over the subsequent 12 months. | was
inducted into the processes fimdependentlyaccessing both thhouse- which entailed a number of
security measures anchancreasindgamiliarity with the labyrinthine former service spaceand the

DCA- both procedurallyand spatially, as described above, and also through trainingsiimgthe
archive catalogu¢o identify material myselfOnce working days had been established, | was allotted

a specific space to work in among the collections team and, through a seiig®rmhal meetings

came to know many of the individuals working acrtss curatotfial, exhibitions and development
teams.We regularly crossed paths in the small staff kitchen on tea brémsteafter. As part of the
collaboration, a number of outputs and contributions were qagreed to be made and delivered as

my research unfoldedl named the agreed outputs abov@.4.1 Rildings Archaeology)but my
contributions to the work of the collections and curator&hff further involved: augmenting the
archive catalogue with extra detail; writing and giving talksamd inthe Theatre to external,
AYGSNBAGSR 3ANRAzZIAT O2yGNRodziAy3a G2 o062GK | (St S¢
multimedia guide to the house on the topics of the Theatre and the north wing, respectively; and,
supporting the production of a sedgeof short films on the architectural development of &weorth

and its collections, in collaboration with the Institute for Classical Architecture and Art (ICAA) in New

York.

In her ethnographic study of professional theatricatehearsal process, performanseholar Gay
aOl dzf Séx y2038a K26 YIye RANBOG2NRA ¢gAff 2yfe& LISN
that that person takes on a role in the rehearsal, such as assistant to one of the functionaries in the
process (director, dramaturg, stage managen) &mereby becomes a pseudoy & X2R12,NXWhile

| was welcomed more readily than an observea ofhearsall nonetheless becamefgseudacinsideQ

at Chatswortha 2 N2 @S NE (AR2y &YARRRSINIA SId2R2A 1A 2y L o6 NRdAKG (KS
background as a performer along with an attendant sensibilitystorytelling (BushBailey 2002)

speaking on camera, to an audience, into a microphoag required for part of the contributions |

made- was familiar to me, agvas working withaudio-visualmedia more broadlyThat he skillsand
experienceNB |j dzA NB R T2 NE X & SWIDA Slaziod dANS N SI dziNBS Srykttiek @ ¥ W LJA

implicate my involvement.
a O! dzf S @iShighlyuseddBraeflecting on my own positionality within the culture of Chatsworth

and, inpartisg K& L KIF @S AyOf dzZRSR Wl dzi2 Q MyheirlsuirieBy (G KS & &
introductiontoautoS 1 Ky 2 INJ LIK& s /| NRféy 9fftAa Sthrogrdpiy®d SE LI |
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GKS& aiddzReée | OdzZ GdzNBEQa NBtFGA2yFf LINF OGA0Sa wX6e
AYAARSNAE 00dzf GdzNI f YSYOSNRO FyR 2dziaiAR@om, o OdzZ G
275-276) Yet, this is never an exercise from which the ethnographer is divoAgdames Clifford
RSAONAOSRT F2N) 4KS SGKy23aNILIKAO NBaSI NODKSNE (KS
FYyR GKS W2daiaARSQ 2F S$08yGaT 2y (KS 2y$§ KEyR
empathetically, on the other steppingbac G2 & A Gdzl G S Y S| y{#0§8334; adicifed 6 A RS NJ
in McAuley 2012, 6; see also Tedlock 1991; Ellis and Bochner. ZDR@) line between
autoethnography and ethnography is blurred; without acknowledging this explitiththis linethat

isexploredira O! dzf S8 Qa AY(UNRBRdzOGA2Y (G2 KSNJ addzRe o

L RAR y20 (G118 20aSNBSNI FAStR y203Sa 2y G(KS WNBt
/I KFiag2NIKQa aidl¥F Fa Fy o0Fdzi20S0Ky23aINI LIKSNI ¢2d
not my focus of studySo, why do | claim an ethnographic methodology? Arguablyarticipating in

(some of) the working culturef Chatsworth | became complicit in the inherited legacy of previous
generations of stafind developed a tacit knowledge of these ways of workTig inheritance of an
entrenchedculture isarguablymore pronouncedn a privatelyowned country housestatethan in

any other heritage sitethe provenance of the Grafton Papeoffers one context in which this

inheritance is evidencegsee 1.3 5 Archivesyet the personal ties across generations of staff become

more apparent the more familiar one becomes wibioth the historic and modern working

communities In recovering some of the working modesilturesand relationshipof/ KI & ¢ 2 NIl KQa
historic staff, the results of which are tbin chapters 3 to 5, | sensed | was makfiggd note<bn the

cultural practices of thecurrent ISy SNI G A2y Qa LINE RfvOnfyseld asididipiing | a4 & dzC
ethnographic practices; | becante  WLJ NI A OA LI y i 2 @EIBsSAUS Bdd Bothneér KS O d:
2011, 276)Moreover, in the writingup of theseWF A St R y 2GS &aQ A yladhétdBto F2 NY 2
ethnographer/ £ A T¥2 NNR RB$ S RIFT QHal K@A9D], 33R), SitieGdiid adimuch yoQhe
YAYdziAlFS 2F GKS | NOKA@GIE FyR &L} GAFE YFGSNRFE L
2F 6 KAOK (McAulej2912}9) LI NI Q

G GKS o02dzyRFNASE 2F SGKY23INlLKe&sE K28SOSNE Wol 6
LISNB2YFf SELISNRSYOS Ay Elisd28iahd Snl BatHas 200E @ik D K LINE ¢
been demonstratedto powerful effect by archaeologists working othe Greenham Common
22YSyQa tSFOS /I YL femigigudrivers thar had itdhighttifen o Ghat@oirk
aKFLISR yR 0O2yaidNUz0 G SRarawdy $988hayipivduated BoR i(Wafskal,f SRISQ
Roseneil and Armstrong20689) LG A& 2y GKS olaira GKFIG Woley2sf S
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has the potential to be more robust than knowledge that lacks a critical reflexivity about the conditions

2y Ala 26y LIRBReeOdistBs/my own nirksis in the CDA project in the Preface to

this thesis andby recallingreiterate them again here. Moreover, autoethnography is as much about

the anticipated and ongoing writing of the research, as it is about the doing of it, Ellis et. al. accounting
F2N) WHdzi2Q Fa NBLNBaSyildAy3a (KS W(aMilp AsisacE Ml LIKA O
resonates closely with a biographichtildings approach, as | outlined above. In claiming an
autoethnographic methodologythen, if not an autoethnographic accountam acknowledgng my

26y LISNE2YIf KAAG2NE Ay GKS 0A23aNFLKE L O2yailNzC

WSO dzZNY Ay 3 GAR2Yy aYABR SWIaA NRR2S Ay (G KS OwidhttoPpokivpzhg a G S|
spatial implications of this as they pertain to the research process, the ways in which | write about
space, andhe historiographical implications. | have mentioned that a core component of being a

WLJA SAdyRi2ZA RSN g+ a 'y Ay Okfide dpaogsof tAethdUief fambliadily that ¢ A G K
extended to my engagement with the spatial elements of the DCA. As | worked on other projects with

the colletions team, | also became familiar with the ways in which the service spaces of the house
intersected with the public ones; | had rappreciatedi KS SEGSy i (2 6KAOK (G(KS @
I KAAaG2NRAO K2dzaS 02y aidNUzOGSR YRY JFRSNEY Iy RXFASR
across, between and against private and public spaces frb&yeover, as part of the research

process, | specifically walked the various routes to the Theatre taken by historictimkiers to a

YAIKG |G théatridald gsee Nlapte® &FEngaging with the spaces of the mansion in this

embodied way fundamentally altered and informed my understanding of it.

Drawing on the body as a legitimate site of knowledge and historical transmissiordamentalin
GKSFGNB yR LISNF2NXYIyOS addRASEsS (KS adKkz22ta 27F
appropriation of the dramatic textcreated for performanceil 2 € A 0 SN} NB HBuskR&é 2y |
Bailey 2002, 65 A F y I ¢ &f 2 NRA RA & Ay OndatedalsoueSali igf@rdagion Wi K S |
YR WiKS NBLISNIZ2ANBQ & Iy bdhvia seRevigraces/obpagt & LI NJ
performance and for articulatinmy methodology tied, as ithas thus far been explored 2 Wl NOKA @S
material (Taylor 2003) For Taylor? @i 8 KS NBLISNI2ANB wX6 Syl O0oGa SYo;:
3Saddz2NBasz 2 NI f-ik $hor all Higs@aty Gsvally thougie of as ephen@ralo A 6 A RO H
{KS gNRGSAI WYwSB8@PSYy (K2dzaAK (GKS I NOKAGS FyR GKS |
G§SYyRSyOeé KlFa 0SSy G2 ol@pa.2 GKS NBLISNI2ANB (2 (K
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¢t 2NNa GKS2NEB NBazyliadSa gAGK aLl dAFf NBIFRAY3A
& LJ- @&d 2002, 134xnd the floorplans through which so many country houses have thus far

been spatially analysed (1.3.2 Architecture, @ajzy OG A2y | a WGiKS | NODKAGSQ |y
LIS2LX S AYGSNI Ol é6A0GK (GKS aLl OS FdzyOiAz2y | a WiKS
GAAAG2NRE (2 YR I NRdzyR / KI (renac@dNIA RQ2 N& OSIf § NBOX 2 IN& C
and functiored as an embodied way to analyse spgcé Schneider 2001; Engel 201Bjvoking

a0l dzf SeQa v2N] 2y (GKS NBKSFNAERIFIf LINROSaa FyR Ye@
transition in the rehearsal of a play is one wherein actors move from reading the script to embodying

it; from sitting and speaking, to standing, moving, iaiging and speaking. It is widely referred to as

WdzG Ay 3 Al 2y AGa HS SusBaley@COIPNE S8 YRAEKD AN yRiR &
distinctions of archive and repertoire here: the scripin be read athe archive, the embodimerds

the repertoire. Since floorplans are a part of the archive, in walking the various routes around

Chatsworth, | was putting the archive on its feeis in these terms that | understand my method.

The discussion of embodiment here clearly also speaks to my emphasis in 1.3.6 Embodiment, etc on
attending to backstage practitioners in order to learn about those historical practices that are not
captured in the archive, and the significance of techritgécts that are not explained nor illustrated

by the literature that accords them significan@distoric England 2017As part of my research, |
facilitated an informal onsite tour of the Theatre with an experienced stage carpenter, Alasdair Flint,
and an experienced scene painter, Grit Eckert, to identify any scenic and technical particularities of
the stage and its fiings. | took notes as they walked, looked, touched and spoke. The information

they provided me with evidences some of chapter 3.

1.4.4 Conclusion

Through this methodology, | have articulated the key ways in which this thesis is both interdisciplinary
and structured by my personal circumstances. At the heart of it are the particular circumstances of my
CDA, the extended and sustained period of onsi#search it afforded me and the multiple
opportunities | gained through undertaking\While buildings archaeology and documentary research
offer wellestablished methods for interrogating the past lives of buildings, an embodied
understanding of them rabeen less commonly articulated. Performance scholarship offers a fruitful
and generative invitation to extend the boundaries of the archive and claim embodied repertoire as a
vital source of knowledgewhile the flexibility of (auto)ethnography offers myriad ways to writing
about that knowledgeFrequently, with standing buildings, archaeologists are affordeddegeees

of access from cellars to roof space® condemned buildings tmagnificentcathedrals- all with an

intention to measure and recorthe archive. Yet, these also offer opportunities to attend to the
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repertoire, to reenact, to draw on embodied methods to retrieymst behaviours Susie West
guestioned why more archaeologists had not engaged with the country house as a case study site
(1999) In articulating the porousness of archaeology, archival research, (auto)ethnography,
performance and embodiment, | have aimed to construct an original,-pastessual approach to
analysing, interpreting andriting about the country house that seeks to open a door for further

archaeologists to walk through.
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1.5 Conclusion

The CDA project from which this thesis springs speaks to a need of the Chatsworth House Trust to
better understand the Theatre in the house and to learn how parts of the vast archive collection can
be activated to underpin this understanding. As well asdpe living home for the Duke of Devonshire

and his family, Chatsworth is a heritage site with a house, gardens and parkland open to visitors.
Research that is supported by the Chatsworth House Trust needs to speak to live concerns of the Trust,
and worktowards supporting the Trust into the future. This introductory chapter has centred around
Chatsworth in its country house context, and drawn out key threads and concerns that connect the
Theatre at Chatsworth to this context. This is a different perspedi that thus far adopted by
scholars of private theatres and theatricals, whose work in the main speaks to issues arising from a
theatrical historiography. At the same time, as | have demonstrated, country house scholarship has
sidelined the historic m@ctice of private performance to the extent that there is scant research
FdFrAflrofS Ay GKAa FASER (G2 AYyT2NXY |y dzyRSNBGI YR
necessary and valuable to expand the academic lens and blend country howsgreowith those

arising from studies of private theatre in Theatre History.

Bringing both an archaeological and performance background to this project places me in a strong
position to bridge a number of gaps that | have identified through this chapter. The first is that
between the theoretical uses of country house space, asoegglin relation to the socispatial lens

in country house historiography, and the historic lived experience of those spaces. The second is the
more obvious gap between a country house and theatre. As | have illustrated in the Literature Review,
there exst significant ideological overlaps between country house and theatre scholarship.
Particularly resonant across both fields is the theme of beftiggdscenes labour, which this thesis will
explore in Chapter 3. However, the aims of the thesis are nottortlyidge gaps between fields but,

in doing so, to contribute something new to the conversation.
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1.6 Thesis Structure

The structure of this thesis is broadly chronological, charting the architectural, spatial and social
evolution of the Theatre at Chatsworth from its inception in the 1820s to its final use during the
lifetime of the 8th Duke of Devonshire in 1907. Follegwon from the historic and intellectual context
furnished in this chapter, the following chapter charts the early architectural development of the room
and the building in which it sits. It shows this to be complex, often pragmatic and frequently eyolving
even before the room was first used as a social space. The chapter itself is structured around two key
AaKATla Ay (GKS o0dzAif RAy3dIQa RSOSE2LIYSyid 6KAOKI GKS
patron. As such, the chapter contributes to a dersation that the practice and uptake of private
performance at Chatsworth reflected the priorities of the incumbent Duke and his family. The chapter
asserts the importance of considering the room in the terms in which it was first conceased
Banqueing Room. In doing so, the chapter argues, we are better placed to understand the ways in

which the Theatre building speaks to the rest of the north wing and the wider estate.

There is a temporal leap between the end of Chapter 2, which follows the lifecycle of the 6th Duke of
Devonshire and therefore ends at his death in 1858, and Chapter 3, which begins with the construction
of the stage in 1895. This hiatus is accounted faha start of Chapter 3 and is explained by the same
argument presented above. Namely, that the evolution of performance practice at Chatsworth was
subject to the priorities of the Duke. The 7th Duke of Devonshire spent relatively little time
entertainingguests at Chatsworth. Therefore, the room under consideration in this thesis withessed
little activity in his lifetime. The majority of Chapter 3 looks at the construction of the stage we see
today, and the management of the theatricals in the periodhaf 8th Duke and Duchess, from 1895

to 1907. It centres a biographical perspective within this, and presents a range of voices from across
the estate and further afield, most of whom have gone thus far unconsidered in histories of
Chatsworth, while the rokethey undertook have gone unconsidered in histories of private theatricals

more broadly.

Chapter 4 looks at the same period in the history of the room as Chapter 3, but from the perspective
of the auditorium and the audience that occupied it. Given the archaeological bent of this study, the
starting point for this analysis are the spaces @& thom itself and the routes to reach them by way

of access. The extent to which these spaces structured the experience and composition of the
audience is questioned and discussed. More personal insight into the structure of the audience and

their experierte on a night at the Chatsworth theatricals is given by virtue of the records of Dr. Edward
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M. Wrench. Wrench was a resident of nearby Baslow and physician to the 7th and 8th Dukes of
Devonshire when they were in residence at Chatsworth. He was regularly in attendance at the
theatricals in the period covered in this chapter, and often includedragrthe house party on the
yAIdKGa 2F GKS GKSFGONAOFKtfA (G2 YIF1S dzJ ydzYoSNE D 2 N

provides substantial colour to my analysis and interpretation.

Chapter 5 considers the way in which an audience member could come into possession of a ticket for

the theatricals in the same period as chapters 3 and 4. It therefore follows on from Chapter 4 in
considering the audience. However, the focus of the cha@i&y 1§ NS & | NBdzy R G KS SEAX
2TFAOSQO NBO2NRa FTNRY wmpanm YR mMpnpd ¢KSaS NBO2NR
relationship between the Estate Office at Chatsworth and the surrounding villages and communities.

One of the produd of a study of these records is the identification of a number of individual audience
members. The chapter is therefore also populated by voices and perspectives of specific individuals,

as well as the Estate Office as a whole.
Conclusions are made throughout the four chapters described here, but are drawn together in Chapter

6 along with a consideration of further research that could be carried out on the back of that

undertaken throughout this thesis.

78



HO | WNR2Y G2 YIFI1S I NBRgG A
Duke of Devonshire, 18213858

2.1 Introduction

This chapter addresses and explores the key question of how we understand the Theatre at
Chatsworth in the context of the north wing more broadly. To do this, it examines the earliest
iterations of the building which today houses the Theatre. The chaplefvi O2y aARSNJ (G KS
conception, earliest architectural developments and early uses, with reference to the architectural
development of the rest of the north wing. As such, it is mainly concerned with the period from around
1823, when the first ardtectural drawings were completed for the building which houses the Theatre

(see Table 2.1), to around 1858, the year of the death of the 6th Duke of Devonshire. However, the
chapter will demonstrate that the building evolved out of its predecessor omsitee and in response

to the rest of the largescale building programme undertaken by the Duke. This means that archive

material is considered that prdates 1823.

In 1818, the 6th Duke of Devonshire engaged the architect, Sir Jeffry Wyattville, to carry out

WA YLINR @SYSy (i aQeetMilne 1981; 42 ¢ IR Rt &8> (GKS odz{ 2F (GKS
were to the north wing of the house, to provide additional entertainment rooms and bedrooms, and

to improve service provision, but the hand of the architect can be seen today in spaces across the
mainhouseandt® GARSNJ Sadl G§S® ¢KS I NOKAGSOUQa ¢2N] i
construction of the building which houses the Theatre took place over at least half of that time.
Following architectural historical conventions, as outlined in the LiteeatReview, scholarly
considerations of the development of the north wing have hinged on studies of both pdtems

Milne 1991)and architect(Linstrum 19721 2 NJ SELJX 2NBR G(KS | NI KA &G 2 NARC
construction(KenworthyBrowne 1972) These sources provide valuable biographical insight into, and
LINEFSaarazylt O2ydSEG 2F (KS Y2ad AAAYATAOLYd YAy
I NBE O2yOSNYySR gA0GK (GKS odaAftRAY3 Fa I+ Oz2lieLd SGSR
Moreover, they provide scant or glossed detail on the Theatre building, specifically. This chapter will
evidence the singular importance of unpicking the desigolutionof the north wing to understand

how the Theatre building speaks to it, both architecturally and socially.

17 As mentioned in Chapter 1, when Wyatville commenced work on Chatsworth, he was named only Jeffry
Wyatt. His name was aggrandised and he was subsequently knighted as a result of his work on Windsor Castle
for King George 1V, which overlapped with his wamkChatsworth. | will refer to him as Wyatville throughout.
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The chapter identifies and is structured around G KNBS 1Sé& LXKIasSa Ay GKS
development and use that hinge around two significant architectural changes (see Table 2.1). The first
change was the installation of the Orangery in 1827, dmal gecond, the redesign of the gallery
structure in the room itself, in 1833. Both these changes are interpreted as representing significant
AKATOa Ay AyuSyidazy F2N 0KS ¢KSIFGNB o0dzAf RAy3IQa
relation to both the rest of the north wing and the personal motivations of the 6th Duke. Thus, the

first phase (l) spans the years 1823 to 1827; the second (ll), 1827 to 1833; and the third (ll), 1833 to
1858.

Throughout the period covered by this chapter, names for the Theatnel the templelike structure

above it- changed, or were used interchangeably. The chapter aims to capture much of the evolution

of this nomenclature. Indeed, phase Ill of the ThedirdzA f RAy3Qa4 RS@GSt 2LIVSy il Kt
OKIy3aS (2 (G4KS NRB2YQa yIYSd | 26SOSNE Al A& dzaSTdA
GKS ¢KSFGONB A& O NAR2dzafte NBFSNNBR (2 Fta (G4KS . Iy
NE 2 Y QThealrg/ tRroughout both archive material and secondary sources. As | will cover in this
chapter, the 6th Duke himself embraced this diversity and ambiguity, playfully coining a phrase that
SyO2YLJ) 4aSR GKS NR2YQa YIyeé Hza BE@avéndish@d44, 116R A (=
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Table 2.1

Key dates associated with the architectural and social evolution of the Banqueting Room/Theatre,

18231858. The phases correspond to those identified in the chapter.

Phase Year Month
Phase | | 1823 October First working architectural drawings for the Banqueting Room.
18231827 - - — -
1824 October CANRU 62NJAYy3 | NOKAUSOUdzNTF £ R
1827 March First architectural drawings for the Orangery.
1832 | 20th October | Princess Victoria visit to Chatsworth, and the charade of Kenilwor
(NB not in the Banqueting Room).
Phase Il | | 1832 | 1stNovemberlc 1 K 5dzl S NBO2NRa Ay KA& RAI NE
18271833 for masons, gardeners, etc. Charles Taylor the singer came and
RAGSNI SR i K-Satks e firsNgdcralusesotihe room.
1833 (first half) | Banqueting Room staircase completed as recorded in the Buildin
Accounts.
6thOctober [2 8 F G @AT £ SQa a1SGOK 2F It dSNyL
drawing.
1833 8th October [c UK 5dz1 S NBO2NRA&A AY KAA RALI NE
F NN} yISR SOSNRGKAY3Q
12thOctober [CANB G GAYS WIiKSFONBQ Aa 3IAGSY
Accounts).
Phase IIl | 1834 March CANRU YSYuUA2Yy 2F WIUIKSIUNBQ AY
18331858 | 1835 | september |. t I yOKS /| §SYRAAK NBO2NRA Ay
NR2YaQo
September [. dzA f RAy 3 | OO02dzyia NBO2NR WCAl
CEYldzZSGGAY3a w22YQo
Blanche Cavendish records charades in the Banqueting Room in
1839 letter.
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October

.dZAf RAYy3 1 002dzyia NBO2NR WTAL
Lady George Cavendish records charades in the Banqueting Rod

letter.

1843

December

Pttt OAY GKS L FyljdSiAy3 w22y 2
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HPH t KIFAaS LYwf REQ®tanhgadihi828820)A v 3

HOHOM 9ELISNRAYSYGEFGA2YY 28 GOAEESQa my
When William Cavendish, the 6th Duke of Devonshire, engaged Sir Jeffry Wyatville to transform
Chatsworth House in the first quarter of the 19th century, the architect made a number of drawings

2T (GKS o0dzAf RAY3 | a KS F2 dzgh®existidginorth ingldéiikcdted ®Qa St S
service infrastructure and designed by James Paine in thel8tid century- is the only visual
representation of it that exists today (fig. 2.1). The accompanying floorplan, detailing the uses to which

the ground fbor rooms were put, is reproduced in his 1818 Presentation Book, along with floorplans

2F GKS NBad 2F GKS K2dzaS |yRX ONHzOAlFIffe&z I ydzvyo
FROFYyGF3SaQ GKIFG GKS c¢idK 5dz] ST/2Rifespage)BTRda@hEId iIKA & Y S
the DCA, along with hundreds of working drawings for the building scheme, the Presentation Book is

I @ fdz-r 6fS &2dz2NOS 2F AYyTF2N¥IFGA2Yy FT2N dzyRSNEG I YR/
renovations- which tookwell over a decade to completeand the shifting priorities of the 6th Duke

for the north wing at this earliest stage of conception and design. As | shall demonstrate in this section,

a close reading of the volume also reveals a narrative of experimentdliat underpins the
adz0aSljdSyid S@2tdziAzy 2F GKS . lFyljdzSiAy3a w22Y3 | yF

agency in the development process

o Ga. >

>

CAIdNB wom ! RSGHAE 2F | LI 3IS FNRBY 28l GOAftSQa alSi
OYARRE SO 2F t I Ay S@Ehe Degondhife Calldcybas, Ghatswarth. Reproduced by

permission of Chatsworth Settlement Trustees.
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Despite its hame suggesting a certain finality to the design process, the Presentation Book remains
something of a puzzle to researchers today. Historic England summarises a presentation design as
0SAYy3 WL KAIKE&@ FAYAAKSR clieiidr soingeftionfudde,Sas wiel as toY LINS & :
SELX I Ay ((BaSonZE)RELY, B)thile the volume certainly contains drawings that adhere

to this description, these are interspersed with working architectural drawings, a range of early
LINRLI2ZASR LI lya F2NJ FOO2YY2RIFIdAy3d (GKS ciliK 5dz1 SQ3
approaches to the house, and later perspectival pencil sketches and detailed drawings. Though the

title page is clearly dated 1818, the contents of the book span some twenty years from this date,
overlapping with the period of active construction on the HouSe, design planning for the house

including the north wingwas still being negotiated, revised and resolved while the building work was

going on. Not all the drawings are dated but those that are indicate that they are not in chronological

order, and i is impossible to be confident in who was responsible for including all of them in the

volume, since pencil marks attest to a later reorganisation of the book, likely undertaken in the early

20th century!® Rather than consider the volume as a complete and coherent summary of the early
architectural designs prior to the beginning of their execution, as the title of the book might imply, it

is more helpful to think of the book as a retrospective album, capgumoments of design thought

across a spectrum of the design process and across the full span of the building project.

There is therefore no straightforward, chronological way to read the volume, and the extent to which
design proposals were taken up must be understood through a range of primary source material, from
subsequent working architectural drawings to the Buiddikccounts, and from paintings to the 6th

5dz21 SQa RAFNRARSAXE Ff2y3aARS OFNBFdAZ 20aSNBFiAz2zYy 2
sources, it is possible to identify six drawings from the earliest phase of the design process for the new
north wing, circa 181 H N> FNBY 20 KSNA (K kcampBté&llstat® @ircailR®. ¢ A y 3
Two of the six drawings appear to be explicit proposals for a new north wing; two address the issue of
creating a new approach to the House, though include atéhas of changes to the north wing with
descriptions of new rooms recorded; while the remaining two are a wotkedketch, and a closely

related presentation drawing that suggests these to be the culmination of this early design phase.

Each of these dramgs speaks closely to the building as Wyatville first encountered it, including or
NBOodAf RAY3I LI NIGE 2F tFAySQa aSNBAOS LI GAfA2ya G2

18 Dr Lucy Brownson, whose unpublished PhD thesis dedicates a chapter to her (2023), has informally
corroborated that the handwriting appears to match that of Eugénie Sellers Strong, Librarian at Chatsworth in
the first decade of the 20th century.

84


https://www.zotero.org/google-docs/?Hunei2

Recurring consistently across all of these drawings are two new spatial elements: a Dining Room and

I DFEFftEfSNRE® | ySé YAUGOKSY TSI {Gdz2NB& Ay LINRBLRalfa
is included in the two drawings that explicity addréd G KS c G K 5dzZ] SQa 6AaKSa F2I
In the sketch that appears to correspond with the presentation drawing, and therefore likely
representing the culmination of this design phase, a new Chapel is included (fig. 2.2). The consistent
inclusey 2F a2YS 2F (KSasS ySg aLl O0Sa FLIISIFNI G2 NBT
wing. That it should, in particular, establish: a new space for the formal dining experience; a dedicated
NRE2Y F2NJ RAALI I @Ay3d (i kétempurhrg Eutopehidsaiptyré; and, hjethslr & A G A 2
within the walls of the new north wing or at a short distance away, a controlled environment for the

cultivation of nonnative plants.
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Figure 2.2Detail from the sketch design proposal for the new north wing. Circled in red is the unrealised
LINRLI2AaSR OKF LISt d / ANDESR Ay o0fdzS Aa (GKS y2NIKSNyvzail
[ FdzyRNE 30Q 62, KECKHZ oplU®

As described in the Introduction to this thesis, the North Wing as we encounter it today includes all

three of these elementsthe Dining Room, Sculpture Gallery and Orangget the design proposals

evidence the uncertainty of their genesis. This uteiaty runs counter to established scholarship,

which frequently frames the construction of polite buildings as somehow inevitable, as conforming to
GARSNI GNBYRas 2NJ gAGKAY | Wi 23 ONthitedtlrg, ety Eor 2 T+ NJi
SEFYLX ST (KS 02yO0SLIiA2y 2F GKS ciK 5dz1 $Qa { OdzA L.
architectural precedents and histories of elite collecting practifdeble and Yarrington 2009;
KenworthyBrowne 1972)while the design of both the Sculpture Gallery and the Orangery have been
NEFR Ay GSNXYa&a 2F GKSAN I NDK (RbdEEotr 09F9; 1SSt MW S y OS2
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LeesMilne 1991, 43) Such a view elides the development process, eliminating the element of

experimentation and the personal agency of the 6th Duke.

Rather, it is equally important to centre the personal, biographiaad, sometimes, risky or uncertain

- circumstances of their creation. In reference to the Sculpture Gallery, again, Kenvidstiwne has

powerfully illustrated the deeply personal mdtivi A 2y a F2NJ GKS ciK 5dz] SC
predominantlyltalian sculpturg1972,322p wS¥f SOGAy 3 2y ( KS Hdhdlzdos Qa 24y
to Chatsworth and Hardwiq844)K S g NA 1Sa> WKA & NBYFN]l & akKz2g GKI G
memories of a valued period in his life; that his collecting was motivated by human feelings; and that

he liked to know each sculptor personally. [...] His sculptures were referencemtppersonalities,

2N StaS 6SNB aa20AF G§SR 6 A0 KIIRAZR2) \GHd t:N@si§n/oDSax A
the space to display these works may well have been influenced both by European architectural
SEFYLX S&a |yR 28l ioAratfSQa SELSNASYOS i 2GKSN
architecture strips the design process of thekrthat such a room may not have been considered had

the patron not wished to preserve this phase of his life in marble.

LY NBFSNBYyOS (2 GKS O2yaiaNUzOGA2Yy 2F GKS hNI y3ISNE

horticulture and gardening is that it blossomed with his hiring of Joseph Paxton in(1&2éMilne

1991), and the installation of the Orangery in 1827 can be seen by some to conform to this view.

However, the inclusion of a conservatory inthe 1€18 m LK aS 2F RSaA 3y I a LN

G2 Ly SELSNAYSydlf adsSLl (KIFIG LINBRIFGSa GKS 5dz71 SQ

his independent interest in horticulture at a time wheardening was capturing the imaginations of
NAGFEAY QA YA RRI{BStleri201R 166463) Ihdldordéntatari @oposed by Wyatville in

this earliest phase of design evolution was not realised in built form, but its conception contributed as

much to the eventual construction of the Orangery as the hiring of Paxton did. The proposal, rejection

and ultimate readoption of a conservatory, then, reaffirms the experimental nature of the

RSOGSEt2LI¥YSyd 2F (GKS b2NIK 2Ay3a FyYyR GKS Ne2tS 27

development. Without the Presentation Book, we would not be afforded thisate perspective.

The experimentation at play in the evolution of these spaces is brought into greater relief by those
rooms that were proposed butottaken up- for example, there is no further evidence in architectural
drawings or built form of the proposed chapel seen in figure-2a8d those rooms that were not

proposed in this early design phase, but that subsequently came to be built. It is fimti category
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that we encounter the Banqueting Room, the architectural evolution of which will be examined in the

following subsection.

HOHOH 9@2fdziA2yY tFHAYySQa tF@AftAz2y (2
The elements of experimentation and gradual evolution evidenced in the previous section are
arguably most clearly seen in the early development of the building which housed the Banqueting

Room. This early development is significant for how we understamtuiiding today. In his definitive
OA23IN) LIKE 2F 28l GQOAtfSYT [AyaldNdzy RSaONRO6Sa (KS
and majestically ris[ing] out of the low surrounding buildings to exclude any other aspect of the house

when approachedf NB Y . | &f 2 ¢ Q(1972) 242901 KA yVaAINHE Q& RS & ONR LJI A 2
powerful visual impact of the building, dominated by the Belvedere. Such is the dominance of the
Belvedere over this northerly perspective of Chatsworth that 2@thtury owners of the house

sought to demolish ifCavendish 1987, 44and the building as a whole has become synonymous with

0KS GSYLX SQa ylYS a2 (KIG GKS o0f201 A& ¢ARSft& 1)
.St OSRSNBQa aA3dyATAOIYyOS KlFIa 20SNEKFIR26SR (KL G
contributingi 2 G KS YeadSNE ad2NNRBdzyRAYy3I GKS NR2YQa S@2

Literature on the Theatre at Chatsworth).

In seeking to contextualise the Belvedere within architectural history, Linstrum makes some
20aSNBFGA2ya GKFG FNB LISNIAYSyd G2 (dKAa GKSarao
claim of being inspired by part of the Bodleian in Oxford, emd stronger comparisons with the

position and architecture of Elizabethan prospect rogingistrum 1972, 14244) In particular, he
ddzyyYz2ya GKS W3t TSR adzZISNEGNUzOGdzNBE i 22ttt d2yQ
professional familiarity with that house, and the towers on the roof of Hardwick Hall due to their
intimate familiarity to the Duke. Heaufther notes the popularity of open structures with fegaching

GASpa 2y &dz0aSljdzSyid O2dzyiNE K2dzaSa>x ONBRAGAY 3 [ K
& dzLJS NBA G NHzO (i dzNB  arédpen strivcRiedabdreteiaclosed, glaaedBooms. Through this
aS00GA2y FYR GKS ySEGZ L I NHdzS (KIFG [AyadNHzyQa Oz
Room is centred as the principal elite space in the building. By the end of the follexetigns | will

suggest that more meaningful compaoas can be found when we further acknowledge the name of

the room and its architectural conformity to Elizabethan predecessors.

In this section, | piece together the early development of the building in which the Banqueting Room
came to be built to demonstrate the primacy of that room in determining the elite status of the block

as a whole. However, this development resists an easkitectural narrative of polite buildings by
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simultaneously accommodating the practical demands of a palatial country house and pragmatically
responding to a site that already contained service buildings. As such, it reinforces the element of
experimentation outlined in the previous section. In thelldwing section, | will explore the

architectural significance of the Banqueting Room in more detail.

Itis uncertain in what year the Banqueting Room came to be conceived, and how closely its conception
correlated with the first flush of enthusiasm for expanding the North Wing as a site for entertaining,

as represented by the 181@ H m LINE LJ2 & hbbvé. The Sd&leddoactR evidence we have

for the Banqueting Room are three working architectural drawings from October 1823, some two to

five years following the first design proposals. These drawings show the east, west and south
elevations of the bilding that came to contain it (WY/N/1/1, 2 & 2a) (fig. 2.3), and it seems likely that

they correspond to the earliest inception of the room. Longitudinal and transverse sections of the
building came two months after the October 1823 elevations (WY/N/1/8) &nd clearly show the

Banqueting Room to sit above three other floors of varying heights. From the basement level, these

were: a Washouse [sic] and Bakehouse; Bedrooms; and, a Laundry and Drying Room. We can trace
most of these lower level spaces to tfiest phase of building design, as introduced in the previous

section: in the sketched proposal as seen in figure 2.2, the independent block on the far right of the

RN} gAy3a Aa troStftSRE WwWi2 06S 02y @SNI SRcatészhe ¢ | & K 2 d:
AYyiSyiaAazy G2 NBGIAY GKS A0NUzOGdzNBE 2F tlAySQa adl

which had been lost when the Dining Room, Kitchen etc. were created.
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Figure 2.3 Working architectural drawing of the east elevation of the Banqueting Room building, October 1823
(WY/IN/1/1).

TheclosefNBf | § SR LINBASYy Gl GA2y RNI gAYy 3 0OFA Japlapedn 0 aK2
LI ATt A2Y @2dz R 6S NrdA2yrftAasSR (2 adad GKS NBaid
tFAYSQa 2NRAIAAYF T &0 NUdQdagmighs @gh 215K we cart séedtiaf ttie faed  LINE |
intended to keep the threday rhythm, while extending the height of the wings into second floors

and creating a parapet to obscure the pitched roof. Despite the additional enlargement of the first

flooNJ 6 AYR264aX GKS LINPLRNIA2Yya 2F tlFAySQa adid NHzOG dzN.
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House set amongst its grounds and gardens, and including a proposed new north wing. Circled in red is the
kitchen block as we recognise it today. @idcin blue is the Laundry block, on top of which the Banqueting

Room came to be erectg@VY/T/2).© The Devonshire Collections, Chatsworth. Reproduced by permission of

Chatsworth Settlement Trustees.

\b- A G - .
CAIdzNB Hodp [STOY RSGFIAT 2F tlIAySQa y2NIK gAy3II aK246A
22 ( QWNBSDAGF GA2Y RNIgAy3ad 6aSSy Ay FAID HPnOI &AK24AY

9SSy Fa (KS | NOKAGSOGdzNY £ RSaA3dly S@g2f SR G2 | OO
pavilion remained as the footprint on which the block was developed. This is most evident when we
compare two large, basemeittvel floor plans included at thednt of the Presentation Book, the first

- 7

2F tIAySQa y2NIK ¢gAy3adr 4 NBO2NRSR o0& 2@l GOAff S:
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the same scale, it is relatively straightforward to superimpose the former onto the latter (fig. 2.6).
5Sa4LIAGS o06SAy3a dzyRFGSRXZ | NOKA G SOG dzNI tdatir SHe (i dzNB &
presentation drawing shown above and representing the nevihg at a point at which it included

GKS . FyljdzSGAy3 w22YY GKS GKAO1l éFftfa FNRdzyR (KS
facade of the enlarged building (seen in fig. 2.3). The Banqueting Room building, then, evolved in direct

responsetot’s RAYSYyaAz2ya FyR 2NAIAYLFE aSNIBAOS Tdzy OlAz2y

.
2

Figure 2.6 The basemeftS @St Ff 22NJ LIX Iy 2F tlAySQa aidloftS-LI OAf A2
f SPSEt FE22NI LI Ly 2F 28 0@AftSQa y2NIK gAy3aI aK26AYy3

2S Oly NBIFIR 2@8Fi@AfttSQa IRFLIWGFGAZ2Y 2F tlFAySQa L
understanding the subsequent significance of the block once the Banqueting Room was constructed
above it. The early proposal, as seen in the presentation digwiig. 2.4), is one of relatively

diminutive proportions. Situated at the far end of the north wing, the relative size of the building
established the rhythm of the wing as one of diminishing scale. Arguably, the scale reflected the
various functionsopdd G Ay 3 GgAUGKAYY (KS o0f201 O2yidlAyAy3a GKS
of the service blocks; the kitchen occupied part of a grander block; while both were in literal and
aesthetic service to the main House. By altering this design and expamisniguilding upwards to
accommodate the Banqueting Room from 1823, the scale of the building and, consequently, its status,

dramatically changeé? The function of the room reinforced this shift: while the purpose of the

19The only images of the north wing building that this author can find which include the Banqueting Room, but
exclude the subsequent Belvedere, are those cited above, WY/N/1/1, 2 & 2A. /2 gives the west elevation,
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Banqueting Room will be considered in greater depth in the next section, its inclusion in the block
introduced a higkstatus entertainment space to a previously lstatus service building, heralding

the intended presence of elite personages. Drawingsifé¢ S W¢ SY LI SQ 6. St GSRSNB O
later, in October 1824 (WY/N/1/10), establishing a chronology that foregrounds the Banqueting Room

as the primary entertainment space in a building that has come to be visually, academically, and by

name, dominatedy the Belvedere above it.

¢CKA&d RSAONALIIAZ2Yy 2F GKS S@2ftdziazy 2F tlFAySQa LI
entertainment space of what is, today, often called the Belvedere Tower. In the next section, | will
explore the architectural significance of this building iorendepth, and propose that it was intended

to function in similar ways to Elizabethan banqueting rooms.

2.2.3 The Banqueting Room

As established in the introduction to this chapter, the insertion of the Orangery in 1827 marked a
turning point in how we interpret much of the building today. Therefore, a closer examination of this
pre-Orangery phase of the building is paramount foreaploration of how the building was intended

to operate in its architectural and social contexts. This subsection will argue that, by virtue of its
S22t dziAz2y FNBY tFAYySQa LI GAfAR2YySE GKS o0dzAif RAYy3 Yl
from the main house. In this, it cultivated a relationship with outdoor spaces beyond the house that
supports sensory interpretations of soehnchitectural history, as | will touch on. Moreover, the
establishment of a relationship with the outdoors in the foofithe wider estate forms the first step

in a thread connecting abur chapters of this thesis.

Both the architectural independence of the block containing the Banqueting Room, and the use of
nomenclature for the space itself, adhere to a narrative established by historian, Peter Mandler
(1997) of thelateDS 2 NAA I Yy NBOGAAA2yAald FR2LIGA2Y 2F We¢ dzR2 N
noted the cultural trend in the early 19th century for artistic, literary and architectural evocations that
romanticised a period in the British past looselg@gated with the Tudor and Elizabethan eras. By
AYGSNLINBGAYT (GKS . FyljdzSiAy3a w22Y GKNRdzZAK al yRf SN
as an embodiment of thet6 5 dz] SQ& LREtAGAOIE |yR &a20A1f LINRYOA
AYRAOFIGAZY 2F GKS 5d21 $Qa AydSyiaazy TF2NJ 6KS &L OF

and communities beyond the walls of the house.

YE1Ay3 AG GKS Y2aid O2YLINIXYotS gAGK GKS @OASsa
presentation drawing (both seen from the west).
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The state of the building by 1827

Immediately prior to the insertion of the Orangery in 1827, records tell us that the external masonry

and internal, supporting structures of the Banqueting Room building had been completed. The
Building Accounts record masons working on the Corinthiartadlagor the Belvedere at the start of

1826, while a temporary floor was laid in the Banqueting Room towards the end of the same year

6. dAtRAY3T ! O02dzyiaved tlAyGdAy3aa dzyRSNIIF 1Sy o0& 2Af
wing show the successf@xecution of some of this work, with his painting of the Banqueting

W LI NIYSyGaqQ O2ye2dz2NAy3 GKS GAGAR YR AYLINB&AAODS

CAIdzNB HOT WUKNED YS$WijadzSHA yAKE ag2NIKQ o6& 2AfEALY /26Sy
the entire Banqueting Room block to have been constructed by this tatge eproduced by permission of

Chatsworth Settlement Trustees
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the east side of the block, which remains largely unchanged today (fig. 2.8). In 1827, this principal east
elevation was unattached by way of enclosed pubticess to the rest of the north wing. Rather, a
WO2PSNBR 418Q LINRBYARSR (GKS Lzt A0 NRdziS FNBY (K
Sad &aARS 2F (KS {Odz LWidz2NE DIFffSNEQa SYyR gl ff=
building. Figres 2.9 and 2.10 illustrate this original colonnaded structure. In figure 2.9, when the

house is viewed from the east, the entertainment rooms of the north wing can be seen effectively to

end before the covered way begins (seen on the right hand sideeafitage). Figure 2.10 shows this

clearly in plan form. Also evident in the floor plan is a courtyard directly behind the covered way, which

is useful to note here due to its loss upon the installation of the Orangery (see the following section

2.3 Phasdl). In all, figure 2.10lustrates clearly the spatial distance between the principal story of the
Banqueting Room building and the entertainment rooms of the rest of the north wing. It conjures a

sense of separation that is central to understanding the earliest intention foB#nqueting Room,

as | will continue to demonstrate through this subsection.

Figure 2.&ast (principal) elevation of the Banqueting Room building. Detail from a photograph taken by

Myfanwy Eilertsen. Reproduced by permission of Chatsworth House Trust.
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However, the building maintained a closer link with the service culture of the house than is evident in

figure 2.10. At basement level, beneath the covered way, the distance between the Banqueting Room
building and the end of the north wing was not as neatkThe footprint of the building maintained
tFAYSQa GNRLI NIAGS LA Fy>X RSAa SN epades chryaining k& LINS @
services flanked the Banqueting Room building and were accessible from the main service courtyard,
illustratedin/ 26 Sy Q& LI AYyiAy3a 1 020S 6FAIDP HPTODP [/ 26SyQa
between the Banqueting Room building and the main house, by virtue of the long wall, studded with
windows and an archway. The corridor behind the windows on thefkast of this wall is evident in

the floor plan in figure 2.10.

Prior to the installation of the Orangery, then, the neampleted Banqueting Room building had two
access routes from the main house. The principal route took visitors through the end of the Sculpture
Gallery, along a collonaded walkway and into the jobbthe building, from where they would climb

a dedicated staircase to reach the Banqueting Room (fig. 2 Mganwhile, an enclosed corridor
allowed access from the main house to the service spaces of the Banqueting Room building. The sense
of separation between the Banqueting Room building and the rest of the house was therefore only

conjured for those using thelite, entertainment spaces of the two.

20 This staircase was not completed until 1833 (Building Accounts).
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building is likely to have looked very similar to the colonnaded structure on the right hand shie whage. (WY/T/2, 9).
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space is delineated in black. (WY/T/2, 5).
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Figure 212 NOKA SO0 dzNI £ RNI gAy3 aK2gAy3d GKS FiE22NI LX Iy 27F (K SeliTRe@avéredwayRondedtdtd NOI & S
the lobby of the building from the right; arrows illustrate the route to the dedicated staircsmess to and from the Garden is at the top of the image (WY/N/ii/5).
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Establishing architectural independence

An analysis of the architectural style reinforces the gredépendent design of the Banqueting Room
building. In the first instance, aerial photography affords us to note an overall visual distinction
between the Banqueting Room block and the rest of tloeise. Figure 2.12 illustrates the majestic
dimensions of the building as standing out against both the wider landscape and the long, low north
wing. Furthermore, in contrast to the regular rhythm of windows that punctuate the east elevation of
the mainhouse and the north wing, the principal elevation of the Banqueting Room building presents
a comparatively closed front. This east elevation is instead dominated by the {cotmyred
sandstone walls, punctured only by the entrance doorway and two, sitaakihg windows on the

lower level, and one floekength sash window directly above. Pairs of pilasters flank both the sash
window and the eastern aperture to the Belvedere above it, but the space between these pilasters is
notably blanked. The regular rthyn of fenestration resumes on the long north and south sides of the
Banqueting Room storey (fig. 2.13), providing yet another contrast to the east front and marking it out
4 RAAGAYOGAQDSteE W2UKSNRD® ¢KAA& RA BFoBINShoBE Ay &l
engendering a stylistic independence as well as the impression of a spatial one. Moreover, it works to
assert the east elevation as the principal entrance to the building over the alternative approach along

the covered way a point | willreturn to shortly.

\

Figure 2.122erial view of Chatsworth House from the east. The Banqueting Room building is at the end of the

north wing (on the right of this image) © Image taken by Myfanwy Eilertsen. Reproduced by permission of

Chatsworth House Trust.
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Figure 2.13 HS: the Banqueting Room building from the nertifie Banqueting Room itself is below the
Belvedere; RHS: the Banqueting Room building from the south east. The images show both north and south

elevations of the building to be lined with windows.

The windows that line the north and south sides of the Banqueting Room also attest to a variety of
views for those within @A Sga GKI G 6SNB 023K | FF2NRSR o6& | yR
independence. The windows on the north wall, as well am@les window on the west, looked out

over the estate landscape, while the view through the windows to the south looked over the roofscape

of the north wing to the main house. Such views might neatly be summariséateiedd® ¢ KS hEF2 N
English Dictiongrprovides two definitions for this adjective, both of which map neatly onto how we

might interpret these viewshe first is thesense of describing thinner di®xford English Dictionary

2023a)- pointing tothe elevated position of the roomandthe second ists extended meaning as

refined or selec{Oxford English Dictionary 2023I§)ertainly, being able to see the house from the

room could remind a visitor of their metaphorically lofty status by association with it while
simultaneously reinforcing their literal lofty separation from it. In this way, the height of the block and

avB Al 2NDRa AYLINBaarAzy G(KFG GKSe 4SNB NRAaAy3d (KNRdz

¢tKAa aSyasS 2F StS@IFGA2y FNBY | QGA&AAG2NRA LISNALISC
on the principal front of the building. A visitor entering by the main doorway on this east front would
pass through the lobby and straight into the isteell (fig. 2.11). At the top of the stairs, directly in

front of the doors to the Banqueting Room, they would have the opportunity to pause by the floor
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length sash window that stands directly above the main entrance. The length of the window and the
shallow balcony outside it suggest that, in clement weather, it may have been opened. Whether this
was the case or not, by pausing here, a visual, auralairdi@logue could be forged between those
above and those arriving below that offered an opportunity to reflect actively on the height a visitor
had gained: the tops of heads might be seen, conversations might be overheard, and spoken words
may have beenxxhanged. Understanding the height of the Banqueting Room in this embodied way
reinforced, yet again, the independence of this block from the rest of the house. It is this relationship
between the large sash window and the entrance beneath it that conftinssto be the intended
principal means of entry to the building, rather than via the covered way which would bypass the

approach through the east door.

The ramifications of the sense of architectural independence of the Banqueting Room building from
the main house are manifold. However, here | would like to draw out two particular consequences
that have a thematic bearing on the rest of this thesis: tde’of RAy 3 Q& NBf F GA2y a KA L]

and, the potential for the building to act as socially independent, as well as architecturally so.

A relationship with the outdoors

The sense of independence cultivated by the spatial distance, stylistic difference and social use of the
Banqueting Room building instead arguably forged a closer relationship between the building and the
outdoors. Architecturally, the view through the wdows of the Banqueting Room that reinforced a

sense of separation from the main house also created a visual connection with the surrounding
landscape. The centrality of this visual relationship between Banqueting Room building and wider

estate was practidy enshrined by the addition of the belvederghe construction of which prompts

us to consider both the vielomthe building and the viewfA i @ ¢ KS y I YS 2F WiKS t 2
F2NJ GKA& WOISYLX S | GG A QGODuke éCavendisd 2844] W idRngtheE 2 F
appearance of this structure within its surroundings to théht@entury artist, Nicolas Poussin, known

for arcadian pastoral scenes set against dramatic landscapes dotted with Classical buildings. Such a
reference, recorded and therefore perpetuated by thth @uke in hisHandbook highlights the

aesthetic awareness of the Duke and his contemporaries of how the Banqueting Room building was
GASHSR BAGKAY AGA tFHYRAOFLIS® CNRY KAad 28y | 002dz
building he had seen at Oxford (ibid.), it seeunlikely that the Duke held fast this idealised and
NREYFIYGdAOAASR LISNRLISOUGAGS 2F GKS 0dZAf RAYID b2y SicFk

A¢KS yIYS WiSYLX S IM"tdZh 6D &2 ASHABRNBFIGKBScRSTFAYAGAZY
interpret this structure would be erroneous.
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WiSYLX S IHanddobkeevedisyhis Kedognition that the sigbf the structure was just as
important as the sightfrom it. While there is more to be drawn out of the relationship between the
historical, artistic and social function of the belvedere and its surroundings, | use it here to illustrate
the central point that the Banqueting Room building harnessed architectlgsign to cultivate a

strong visual connection with the outdoors.

The relationship between the Banqueting Room building and the outdoors was also forged through
its use. Public approaches to the building, whether along the covered way or through the main
entrance, necessitated walking outside before reaching its sangtitais possible that a visitor may
have been borne to the main entrance by carriagedecade and a half later, in 1843, Queen Victoria
was to tour the extensive Gardens by this meahst no evidence has yet come to light that suggests
this. Rather, e architecture of the block appears to have encouraged the arrival of visitors on foot
and through, or adjacent to, the Gardens. Such a journey would expose a visitor to all the sensory
aspects of their surroundings: the sights, scents and sounds of dinde@ would be accessible to
those with the capacity to appreciate them, while visitors arriving through the main entrance would
be exposed further to the vicissitudes and sensations of the weather (figure 2.14 conjures a sense of
this by illustrating thespatial relationship between the Banqueting Room building and the Gardens).
The architectural independence of the Banqueting Room building, theoptam the Gardens to the
experience of the journey to the Banqueting Room itself, tying this outside dpate inside one

through the bodies of the people passing through and into them.

102



Figure 2.14/iew from the Gardens of the Banqueting Room building, showing the principal elevation of the
0ft201 YR ONRIRf& RSY2yaiGN)I GdAy3d GKS o6dzAif RAyaQa NBf |
Myfanwy Eilertsen. Reproduced by permission of Chatsworth Horss.

The necessity of passing through outdoor spaces before arriving in the lobby to the Banqueting Room
building also arguably cultivated in the block a sense of social independence and equality,
underpinned by the architectural design of the building. Byueirf its being connected to the high
status rooms of the main house, we might read the covered way as being equalgtéigs and
offering an access route for those with higher status than others. On the other hand, as illustrated
above, the architectwal design of the Banqueting Room building strongly suggests the principal
entrance to be through the east elevation, arguably granting this access point with a higher status
than its colomaded alternative. There is, then, the potential to read differences of social status

between those arriving at the Banqueting Room through the routes they took to get there.

However, regardless of route, all bodies had in some way to come into contact with the Gardens. The
covered way may have provided more shelter from the weather, but the appeal of the Gardens to the
other senses remained universally accessible to thoseeisatile to receive it. Furthermore, following

this contact with the sensory affordances of the Gardens, all the visitors shared the public spaces of

the Banqueting Room building, meeting in the lobby and walking up the stairs. The architecture of the
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building, then, its sense of independence from the main house and the relationship it therefore forged
with the Gardens can be read, in theory, to have a democratising effect on its visitors. This observation
becomes notable when considering the politieald social philosophies upheld by thth@®uke- a

point | will return to further on in this section.

W, I yljdzSGAy3 w22YQ

The sense of architectural independence from the main house that | have thus far illustrated takes on

more resonance when paired with the nomenclature for the Banqueting Room in this historical phase,

Fda L gAff RSY2yaldNIGS RYNS® a¢ K KX B S AAY AP AIO¥F lyd
context, recalling as it does architectural precedents with roots in the Elizabethan and Jacobean eras.
Though later examples of banqueting houses exist, | contend that the earliest iteration of the
Banquetingroom building drew on 1B- and 1%h-century architectural templates to evoke and reify

the political values and sensibilities of thin®uke.

¢CK2dz2K gF NN yidAy3I FdzNIKSNJ addzRe a +y S@2t @Ay3a o
NE2YQ 2N WYih2amilIcentuyy cohtéxiis imroduced comprehensively by Girouard in

Life in the English Country Ho&680, 104106). Of particular relevance to this study, Girouard notes

the typical siting of the smadicale building either on top of the main house or within a short distance

from the house through the gardens. Both positions required of their visitors a short waldeut

through the gardens or over the roof leads. When located in gardens, the structures would often
consist of multiple levels, with the banqueting room itself occupying the upper level. Consequently,

the importance of the views from such structuresteof cited as representing the wealth and status

of the host through the visibility of their landholdings, are a central point in subsequent studies of
individual banqueting houses of the same peridtlsson 1999)Examples of these sites include the
banqueting room at Hardwick Hall, Derbyshire, constructed in the 1590s and situated in one of the
0dzAft RAy3aQa NBOGI y3Idzt F NJ GdzNNBGa oFA3dad Hodmp FyR |
Yorkshire, a muliievel, independent garden structure constructed in the latehlt early 17h

century (fig. 2.17).
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Figure 2.19ardwick Hall, Derbyshire. Image courtesy of Chris Heaton, @ BY)

(https://commons.wikimedia.org/w/index.php?curid=116182170).

Figure 2.16/iew of the banqueting room at Hardwick Hall, Derbyshire. Image courtesy of John J Tackett

(https://tdclassicist.blogspot.com/2011/10/hardwiehkalland-cavendiskdynasty.html).
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Figure 2.17 The banqueting house at Weston Hall, North Yorkshire. A structure independent of the main
house, though located nearby. Image courtesy of https://thefollyflaneuse.coriftfaequetinghouseweston

near-otley-north-yorkshire/

The Bangueting Room at Chatsworth, in the phase under discussion here, bears a comparison with
both of these variations of Elizabethan banqueting houses. As | have illustrated, the Banqueting Room
building asserted a sense of independence from the mairsé@nd cultivated a closer relationship

with the gardens; its location a short distance apart from the main house necessitated approaching
visitors to pass through the gardens, as at Weston Hall. The elevated position of the Banqueting Room
itself commande views over the landscape, again recalling the meltel Elizabethan structures.
However, these views also included the roofscape of the main house, forging a relationship between

house and banqueting room that is more reminiscent of the rooftop rootdatiwick.

| NBdzr 6t &z 2yS 2F (KS gleéa /KIFIGag2NIKQa . FyljdzsSaa
Elizabethan examples was in the importance placed on its position within the landscape and the value

of the viewof it. However, there is a strong argument to be made for a reappraisal of Elizabethan
banqueting rooms that adopts this perspective. For example, Girouard tells us that, as sites for the
O2yadzyLlianz2y 2F RSt AOFIOASAI Wo | afdpidziuierlifehe foBddza Sa
aSNIISR (1980, 146 Bleamwhile, Jeremy Musson notes that the two banqueting houses at

I P YLIRSY | 2dz2aS Ay Df 2 dzO §1899, 54 BukhidbsEriptithE bf hé destieticO K 2 § F
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of the typical building and the affordances made by surrounding structures or landscaping raise the

possibility that, as at Chatsworth, the sight of the building was just as important as the sight from it.

Megan Doole has come to a similar conclusion in her reappraisal of the glazibdceb®ury
superstructure that crowns Wollaton Hall, Nottinghamshir@nother construction which bears
AYGSNNRAFGAYT 6KSY O2yaARSNAY3I I NOKA G S@aootzNI £ G S
2025)(figs. 2.18 and 2.19). The function of the room within this superstructure at Wollaton remains a

puzzle. Though occupying a rooftop position with views of the surrounding landscape, it fails to
O2yF2N)Y (G2 DANRdZ NRQ& 0 Yyl dig, ofiity Sze. \heteYElizb®thad f 2 3 &
ob yljdzSGAy3a NB2Ya IINB dGeLAOrftte AYydAYIFLGS Ay aolt
f2y3 E wmn Y 6 AR$Modoh A0K1, 25) ARparanky cah®undiny ¥iry @rchitectural

typology, cramped access routes and almost no features to make its occupants comfortable, such as

I FANBLX  OSY KIFI @S SR DANERdzZ NR (ib21, 6B)TEeladad S (K S
SOARSYyOS G2 FddGSad G2 +ty 2NARAIAYLFE &a20ALf Fdzy OG A2
its landscape have led Doole to suggest that, rather than ask how the room operated for the internal
occupants of the building, we shlol be seeking to understand the role the room played for the
impression of the building on the external occupants of the landscape. She suggests that, not only was

the room designed to be seen within its wider setting, but that this was the primary ntiotivir its
construction(Doole 2025) Such an appraisal both reinforces the case for considering Elizabethan

ob yljdzSGtAy3 K2dzaSa Ay &aAYAfTIFINI gl&a |yR NIXAasSasz
GSYLIX 4GS F2N) / KFEGag2NIKQao

¢KS NBfFGA@GSte t1NBS aoltS 2F /KIFEiag2NLIKQa . Fyld
that precludes it from a closer comparison to Elizabethan predecessors of the same name. It is also,

then, the architectural characteristic that dravmscomparison with Wollaton. Linstrum has made a

similar comparison on the basis that Wyatville had worked on Wollaton prior to beginning his designs

for Chatsworth(1972, 144§t is possible, then, that the architect drew on thigH-@entury structure

- somewhat analogous to contemporary banqueting house$or inspiration to adequately
accommodate the 1 5 dz] SQa Yy SSRa thEehiNdy BayiqueSng Rdoth. Felldqwing this
biographical vein, Linstrum also cites the Banqueting Room at Hardwick Hall as inspiration, given the

5dz1 SQ& 26y SNAKALIE FSStAy3I F2NI I yR fABSR SELISNRS)

examples ighat, on top of testifying to the significance of personal connections between patron,

ZLG Aa 62NIK y
F@rAtlFotS i K
installation of the stage.

AYyaidNHzyQa O2YLI NR&A2Y A&AX Ay
NAGAY IS [AyadNHzy 61 & dzyl él N
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architect and the sites that may have inspired the design of the Banqueting Room building, they also

testify in particular to the inspiration dlizabetharbuildings in doing so.
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Figure 2.18Nollaton Hall, Nottingham, in 2010
(https://en.wikipedia.org/wiki/File:Wollaton_Hall_Nov2010.jpg).

Figure 2.1%Prospect room, Wollaton Hall, Nottingham. Image courtesy of Thomas Griffiths
(https://www.behance.net/gallery/53402539/Wollatofialland-DeerParkPromotionat
photography/modules/315136885).
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Why might the 6th Duke have sought to build a space modelled on Elizabethan predeces3twes? In
Fall and Rise of the Stately Horeter Mandler posits a view that theth6and 1h-centuries were
a particularly fashionable era for lateéeorgian and eardyictorian elite society to draw o(1997)
Acknowledging the generalising, revisionist approach of this -4&tly century period to Tudor and
WEO26S8ly KA&AG2NEST al yRf SNJ O2Aya G(GKS GSN¥Y wWht RSy
Wht RSy ¢AYSQ Fa WiKS LISNRAR2R 0Si adigeyentytBeRimeSop | f  NHzF
0§KS ¢dzR2 NA | ¢1997, 31) Addoenting fordhe dlithds@stic revival, Mandler argues that
0KS WhtRSYy ¢AYSQ LWISFHESR G2 StAGS SIENIe& zA00G21
FdzGK2NRAGFNAFYAEAYQ | &X

Wy | {buildng, establishing [...] a genuinely national religion in the form of English

Protestantism, and, by enforcing the peace, putting an end to baronial rule,

Fft2gAy 3 GFfSYyd@py,R)YSNRG G2 Ff2dz2NRaKQ

To what extent might the 6th Duke have been motivated by these ideals?

/ SNIFAyfes WhtRSYy ¢AYS @23dz28SQ ¢l a FStd Ay (GKS ci
this period of the novels by Sir Walter Scott (148B2), whose historic romances were frequently

set in reimagined, English, thécentury stately homes. In 1832, a group of guests including the future
vdzSSy +AO0G2NARIF | yR KSNJ Y2 (KesdrthanitheaDgawinglRoo@ K | NI R S
(Cavendish 1844, 53 & 9@ee 1.2.3 Charades, Tableaux Vivants and Private Theatricals). There is
SOARSYOS (GKIG GKS 5dz21 SQa LREAGAOIE @FtdsSa |faz
description of Tudor authoritarianism, as seen through the eyes of elite eargridns, could be

transposed almost word for word to the religious, political and patronal ambitions and actions of the

6th Duke. Though a religious disposition seemed antithetical to the diverting opportunities afforded

to the Duke by virtue of his wealth and status, he developed an increasing closeness to the practices

of Protestantism throughout his life, and the teachirmgghe Church of England provided the moral

metric by which to measure his own virtues and perceived failjbgesMilne 1991)

/t2a8te O2yF2NX¥AY3 (2 al yRf SNIhG dB PRI DAIZEN2 LIKBN.
that,
WGiKS 5dz21 S 2F 5S02yaKANB wddd8 gl a Ay GKS GSNE
He was a passionate champion of popular rights and equal opportunities, albeit

hoping that the aristocratic supremacy would last out his lifetime because, he
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would argue, sudden reversal of the established order would mean revolution and

ISYSNIf OKFI2& FNRY ¢ KdedMine ¥991, 24)S 42dzZA R 0SYySTFA G
LffdzaAGNIGAYy3 GKS 5dz1 SQa | RKSNByOS (2 (KAa LKAf2a
Act which, though acting only as a first step towards a kind of democratic equality, did away with the
rotten borough voting system and enfranchised a ngwup of middleOf  4aa @21 SNE P ¢ K.
patronage and employment of Joseph Paxtanelationship that developed into an unusual friendship
GKIFG £ adSR dzy-iskimilaidy ki€ best dridéhecrdf ths Philasdphy in direct social and
patroy’ | £ LIN} OGAOS® 9ylof SR o0& GKS 5dz1 SQa adzlJi2 NI
K2NIAOdzZt GdzNB S | NDKAGSOGdzNESE SyIaAySSNAYy IS LIdzof A &l
02y Of dzZRS& GKIG tFEG2y Q& YI ye |ridekok BeDBREIgcklithe 6 SNB |
1991, 189)

2.2.4 Conclusion

By identifying architectural precedents for the Banqueting Room building, we begin to question the
apparent connectivity of the Banqueting Room with the rest of the north wing. In particular, by evoking
Elizabethan predecessors the Banqueting Room buildarg be read as a quintessential cultural
SELINBaarzy 2F Wht RSy ¢AYS @23dz285Qx FyR NBFRAy3 i
0KNRdAK GKS alYS fSyas tSIFRa dza (G2 AYGSNLINBGAYS3
principles. Athe same time, maintaining an architectural connection with the main house for the
FHOAEAGIGA2Y 2F (1Sé& &aSNWAOSE 020K GSadATASR (2
entertaining in the 19th century. The Banqueting Room building, then, weatgaded as quasi
AYRSLISYRSY(GzZ LINRP2SOGAY3 Yy AYF3AS 2F GKS ARSIfa |

practical arrangements of a 19#tentury mansion.
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2.3.1 Introduction

The previous section established the earliest phase of the Banqueting Room building as adhering
closely to the Elizabethan tradition of banqueting rooms and houses by virtue primarily of its
architectural and aesthetic independence from the main house. adheption of this tradition

alongside the commodious scale of the Banqueting Room positioned the space as an entertainment

room for large groups of people irrespective of their inclusion in the house party arrangements, in

I OO02 NRI yOS 4 A (ilfpoliticél &d Sodiz] ValGe. The agp®adh to the Banqueting Room
harnessed the sensory effects of the outdoors and cultivated a sense of social equality through an
AYRADGARIZ £t Q& | NNAGIE @Al GKS t2008d | 26BIBSNE (K
underpin this interpretation were significantly disrupted by the insertion of the Orangery in 1827. This
section will analyse the architectural changes brought about by this addition and describe the various
impacts of the Orangery on the identity the Banqueting Room building. As well as considering what

was lost through the construction of the Orangery, the section will also discuss the affordances that

G§KS hNIyYy3aISNE ONBAAKG G2 o0SINI 2y | @GAardz2NRa 22 dz

2.3.2 Architectural alterations: the construction of the Orangery and the
alterations to the Banqueting Room staircase

Architectural drawings for the new Orangery were drawn up from March to June 1827. Figure 2.20 is
an architectural plan for the Orangery roof, but the black and red blocks encircling this structure are
particularly illustrative of how this section of theilding changed to accommodate the new Orangery.
The black blocks denote existing masorigy the stonework as it existed prior to the Orangewhile

the red blocks denote new masonry for the construction of the Orangery. The alternate red and black
blocks at the top of the image show the insertion of new decorative niches into the wall that had
previously marked one side of the open court behind the covered way (see previous section). Thus,
we can see that the new Orangery spanned both the coveredamdythe court behind it. Whereas,
previously, plans of the north wing conveyed something of the independence of the Banqueting Room
building through the open spaces of the court and covered way, this visual marker was lost upon the

construction of the Oragery.
The solid walls were punctured by new doorways, transforming access arrangements from the

Sculpture Gallery to the Banqueting Room building. The first door was inserted at the end of the

Sculpture Gallery, on the left of the drawing in figure 2.20; th@sdgunctured into the wall of the
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stairwell to the Banqueting Room building, on the right. The position and scale of these doors
extended the existing enfilade that ran through the entertainment rooms of the north wing,
connecting these spaces to the Orangery and the stairs of the Banguetiom building beyond. The
original doorways to and from the covered way, though depicted as open or glazed in this earlier plan,
were subsequently blocked (WY/N/5/3).

113



CAIdzNBE HPHAn ! NOKAGSOGdzNF £ LIy F2NJ 6KS NR2F 27F (K Sfthe Mhgg @oSHeBouth)the Bantudii kR &
building is on the right (to the north). Black blocks denote existing masonng veltilones denote new masonry. Likewise, circled in black are the doorways to the old

covered way; circled in red are the new doorways from the Sculpture Gallery and into the stairwell of the Banqueting Rivogn iY/M/2/9)

114

Fyy



The new doorway into the stairwell of the Banqueting Room building was one of two elements that

had a significant impact on the design of the staircase some two years later. The second was the 6th
5dz1 SQa . GKa® ! NOKA SO dz\is attesRibldnesBanfdtng RopRstark S 6 dz/
YR GKS 5dz21SQa yS¢ .lIidKa 020K 0SAy3 O02yaidNHzOGSR
located to the north of the Banqueting Room building on the story below that of the Banqueting Room

itself. They wee accessed by one of two routes: from service corridors and staircases beneath and to

the north of them, or through the Orangery and Banqueting Room stairwell to the south. Thus, the
stairwell of the Banqueting Room building now needed to accommodate anoeetl-south access

route, from the Orangery to the Baths. Wyatville responded to these restrictions by designing the
staircase we see today (WY/N/573. Approached from the Orangery, the staircase begins on the long

west wall (to the left) and climbs ta half landing on the shorter north wall, where another, short

flight leads to a second half landing that turns the staircase clockwise to the east before arriving on a
longer landing (fig. 2.21 LHS). A second flight of stairs rises from the south aisllafhtling and turns
anti-clockwise to reach the landing outside the doors to the Banqueting Room, opposite the floor

length sash window, described in the previous section (fig. 2.21 RHS).

Figure 2.21 LHS: the view looking north into the stairwell of the Banqueting Room building from the Orangery
R22NE® ¢KS aYlLftf R22NJ G2 GKS ciK 5dz15SQa .l idiKa OFy

lobby and Garden can be seen on théhtigf the image. RHS: the stairs at the south end of the landing,

(@]
()]

leading to the landing outside the Banqueting Room.
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Although this new staircase offered a pragmatic solution to the new function of the stairwell as an
access route, it marked a notable shift in the identity of the Banqueting Room building. Prior to the
installation of the Orangery, the staircase to the Baeting Room was housed in a dedicated space
and included amenities that considered the climb of a visitarwater closet was designed to be
accessed from one of the original hihdings, while planned circular openings in the ceiling
permitted light- and perhaps soundto enter the staircase through the floor of the Banqueting Room
above. The journey up the staircase, then, was intended to play an active role in the identity of the
Banqueting Room by building expectations in the sensory and embedaljgetiences of a visitor and

focusing these expectations towards the room above.

With the insertion of the new doorways from the Orangery and to the Baths, and the retention of the
large doors to the lobby and Garden, the ofirdicated stairwell became a node serving four spaces.
The conversion of walls to include doorways left lgsace to accommodate the lower flights of a
staircase, so the proposed water closet was sacrificed to create more overall width and allow a longer
flight along the west wall. Four years later, in 1833, the planned circular ceiling openings were lost
with changes to the interior of the Banqueting Rocrahanges discussed in detail in the following
section, but the illuminatory impact of which is considered below. The loss of these amenities marked
a shift in the function of the stairwell away from servingteis and towards accessing spaces. In so
doing, the unity of the publickaccessible areas of the Banqueting Room buildihg staircase, and

the Banqueting Room and Belvedere abovents lost.

The shift in focus of the stairwell can also be seen through contrast with the Orangery. The loss of the
circular ceiling openings resulted in fewer light sources to illuminate the lower section of the staircase.

Thus, the approach from the glazed Orangaiyenched in natural light during the day or sparkling in

reflected gaslight at night created a contrast with the relatively dim Banqueting Room stairs that

resulted in their either being perceived as dull by comparison, or their not being worthyrafaneat

Fffod Ly | t£SGGSNI FNRY (KS cilK 5dz21 $Qa yAaAsS0Ss .t
particular note of the effect of light through the sequence of rooms along the length of the north wing

prior to proceeding up to the Banqueting®RY F2NJ RI yOAy3Id { KS gNARGSasz we
lit up - it is such an uncommon suite, from the drawing room to the orangery & it looked beautiful.

Then Dancing in the Banquetting [sic] rooms..." (CS6/3563). Despite the large double doors leading
AyiG2z GKS . IyljdzZSiAy3a w22y adlANDFAS O2ylGAydzaiy3a i
20ASNBIFGA2Y 2F GKS AffdzYAylFGSR WdzyO02YY2y adzAi iSQ
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which route Blanche entered the Banqueting Room building on this occasion (a subject discussed
FAdz2NIKSNJ 6St260x Al Aa yzialo0ftS GKIFIG GKS ST¥FFSOL 27
to extend to the stairwelw S RAy 3 I+ Ayaid GKS INIAYy 2F . fl yOKSQ.
that the relative darkness of the stairwell contributed to a greater focus on the activities taking place

within the Banqueting Room itself; Blanche omits mention of the climbthmiactivity of dancig is

recalled and recorded.

The insertion of the Orangery, then, precipitated necessary changes to the Banqueting Room stairs
that had significant ramifications for the identity and status of the Banqueting Room itself. Through
GKS FNI OQlGdzNAy3 2F GKS ®Raoom arbuiadtbécanie urfeth@etzdram thieK S
spaces below it. It is impossible to conclude what impact the modifications to the stairway made on
the experience of walking to the Banqueting Room, since the room was not used prior to the
installation of the Oragery. On one hand, the changes may have diminished the experience of moving
through spaces to reach the Banqueting Room. On the other, they may have served to characterise
the room as further rarefied, as if suspended above the more quotidian corridoe spfdlee stairwell.

The spaces traversed to reach the Banqueting Room are considered in the following sections.

2.3.3 Route(s) to the Banqueting Room

How did the public access the Banqueting Room after the creation of the Orangery? The evidence
suggests that its addition heralded a new primary route to the Banqueting Room from the rest of the
mansion. This route through the Orangery and directly in®tha G F ANB St Aa AYyOGAYIFGS
f SGGSNE 020Ss YR O2yFTANNSR o0& GKS alyYS O2NNBal
20Wwe0f 201 6S Ittt 6Syld GKNRdAdAK GKS t2y3 LI aal3sSa
tothe higho dzA t RAy 3 gKwOAOKE A& OlFfftSR GKS . FyljdzSGdAay3
in 1843, when a ball was thrown for Queen Victoria in the Banqueting Room, the invited company

were led from the principal guest entrance of the main housige Sib-Hall- through the mansion

and down a long bedroom corridor that bypassed the entertainment rooms of the new north wing,

before emerging into the Orangery and passing directly up the Banqueting Room stairs (DF4/3/2/6).

The Queen and the house party @vled 15 minutes later, following the enfilade through the

Sculpture Gallery, Orangery and thence again up the stairs (ibid.). Their progress through the mansion

- and the Orangeryto reach the Banqueting Room was taken up again in the 1890s when the room

was fitted with a stage, and formalised through the printed programmes that stated by which entrance
ticket-holders were to arrivea process and route discussed in detail in 4.3.2 Access points and routes.

The later uptake of this route suggests its sistent use.
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During this period, the Banqueting Room building could also have still been accessed by the large
double doors from the Gardens. Although no evidence of this has been found, this may reflect the bias
of the archive As discussed in the Literature Review (see 1.3.5 Archives), each country house archive
operates under both overarching and specific conditions. Professional guidance led to the overarching
organisation of country house archives along two distinct lifestly papers and estate papers
structure to which the DCA adhera&/e might expect to find evidence for the use of the Garden doors

in letters; certainly, it has predominantly been through the correspondence of Blanche Cavendish that
other evidence of access has been identified. Such correspondence is catalogued ahivea@anong

the family papers. Practical constraints of country house archives, such as time, money and the sheer
volume of correspondence contained therein, mean that there are bundles of letters that have not
yet been catalgued to item level without consulting each letter individually, a researcher cannot
know what information these letters contain. Nonetheless, we might safely assume that associates of
the family would be included among the house party, and so access from the mansion to the
Banqueting Room via the Orangery would be expedient. However, there is a possibility that the
Garden doors were used by staif visitors.Archive material pertaining tetaff would fall under the
purview of estate paperghe accrual bwhich has related in the main to the management of the

estate and is less likely, therefore, to contaghevantcorrespondence or diaries.

With the possible loss of the approach through the Gardens came a transformation of the sensory
experience for visitors. Passage through the Orangery precluded the risks and experiences attendant
withwalkingoutsideISG Ay 3 ¢S R ktblMérdoyerthexglaBofship iefveed teS a =
entrance on the east facade and the long sash window above it, discussed in the previous section,
disappeared. Nonetheless, actively choosing to route visitors through the Orangery when another
point of entry wasavailable cast the Orangery as a space of significance beyond mere expediency of
access. In the temporarigpecific context of entertainment being provided in the Banqueting Room,
the Orangery adopted a sociallglated function that bears interrogatingvhat did it mean to pass
through the Orangery on the way to an event in the Banqueting Room in the second quarter of the

19th century?®

2.3.4 The Orangery

Architecturally, the use of the Orangery as a passage to another elite entertainment space was

something of a novelty. As such, it offers a slightly different perspective on assumptions about the

22 No evidencéhas yet come to lightf a performance practice of any kind taking place in the Orangery
theatrical or musical.
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conventions of country house entertainment. Although conservatétiatached to grand houses

were gaining popularity by the late 182(Beale 2002, 74)generally speaking, they were added as
appendages leading inhabitants and visitors from the house into the garfd®oeds and Warren

1990) Frequently, orangeries or conservatories were encountered as standalone buildings in high

status private gardens. Doors in the rear walls of such spaces would therefore more likely lead to a

boiler house or other working environments than further hightas entertainment roomgGreen

2023,126p ¢ KS dzaS 2F / KF{iag2NIKQA hNIy3aSNE a I O2N

leading to the staircase to another, may therefore have been perceived as unusual and intriguing.

Positioned as something of a transitional space between the indoors and the outdacesssed by

both the mansion and the gardens and containing both statuary and plahesOrangery may also

have been perceived as socially ambiguous. Certainly, thigw G NUzS | Y2y 3 [/ KIF (&g 2 N
gSNBE 2NHIyAaSR Ff2y3 ONRFIRf& WAYR22ND | yR W2dziR2
a misunderstanding between the managers of both house and gardens over the appropriate use of

0 KS h NIy 3 SandEolede: Whier2ask&dMhiithe Housekeeper for orange blossoms cut from the
Orangery, one gardener refused on the grounds that he did not have permission from the Head
Gardener, while another complied on the basis that the Housekeeper was in charge infitioe

spaceq2019, 208)Butler argues that such an incident taking place around the axis of the Orangery
NELINBASYGiSR I o60fd2NNAy3a 2F WiKS LIKeaAOlt FyR azc
Though the leisure classes in country house historiography are rarelerijfaascribed along such
AYR22Nk2dziR22NJ f AySas 6KIG .dzif SNDa SEIFYLXES YI |
social rules to an entire group based solely on their social or professional role. Therefore, it is entirely
possible that steppinfrom the decidedly indoor spaces of the mansion into the ambiguously indoor

outdoor space of the Orangery disrupted social relationships to one degree or another.

The idea that the Orangery disrupted social relationships is compounded when we consider the
organic contents of the space and what they may have represented. By the 1840s, certainly, the
Orangery held both orange trees and a number of other trees andbshitom across the world
(Cavendish 1844, 16810). Orange trees had been cultivated in northern European countries for some

three hundred years by the 19th centufyoods and Warren 1990, &)ut many of the other plants

24We should not dwell on the nomenclature for the Orangery to interpret its location, design or contents.
Universallyheld distinctions between the appropriate uses, design or location of greenhouses, glasshouses,
conservatories and orangeries was not fatiming until around the 1840s, and even then individual accounts
might use the terms interchangeabWoods and Warren 1990, 93; cf. Green 2023, 426)Y K| (& 62 NIl KQ&
Orangery was also referred to as a conservatory during the period under scrutiny here (Butler 2019, 209).
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here were newcomers to Britain in the first decades of the century. These included the Araucaria
(more commonly known as the monkey puzzle tree) from Qi@edye 2017)the Rhododendron

Arboreum from the Himalaya€ullen 2011)and the Dammard&ustralis (renamed Agathis Australis

FYR 1y26y AY AdGa yIGASS O2yGSEG & 1Fdz2NAO FNRY

illustrations of the plants held in the Orangery). Such diversity of species, as well as their novelty in
this country, repesented both the international connections of the Duke and his links to the highest
echelons of the horticultural community. Beyond the thrill of the new, a recognition of such plants
offered a chance to display knowledge of a kind distinct from that effdry the art on display in the
house. This opportunity was highlighted by contrast with the rest of the route taken through the
house, and would arguably be lost or at least muddied should a visitor arrive first through the gardens.
Such an appreciationald the potential to reorganise intellectual and social capital among visitors to

the Orangery.

The combination of these plants bought and brought from around the world together with the
impressive sculptures held in the Orangery, and the materials used to construct it, afforded not only
an intellectual effect but a sensory or perceptive one as Wédiny of the trees held in the Orangery

were capable of growing to great heights, and it is likely that they towered over visitors. Indeed, the
Duke was forced to relocate some carved relief statuary that became hidden behind the growth of the
trees(Cavendish 1844,90) 9 YO NJ OAy 3 (KAa &aSyasS 2F aortsSxz i
in a monumental sculpted marble urn that threw light onto hazy branches, and created such an
dzy SELISOGSR YR YI3AOFt ST I@idishids |108)gsE22.28)S ONE
There is the possibility, too, that light from the lamps bled through parts of the marble urn, causing it

to glow and perhaps animating some of the adorning figures. If the lamps were powerful enough, their
light may have penetrated théeafy canopy and reached the glazed roof above, reflecting into
constellations through leaves and branches. It was only in the first decade of the 19th century that

technological developments in the production of iron made the installation of a glazéghossible,

Y

2
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The trees themselves provided a variety of bold textures and delicate scents that may have surprised,
challenged, delighted or comforted visitors to the Orangery (see Appendix D for illustrations). The
branches of the Altingia Excelsa (known today as tfy@idambar Excelsa) are delicate and willowy,

while the trunk and branches of the monkey puzzle tree are sheathed in confounding spikes, and the
rounded needles and bumpy cones of the kauri are intriguingly tactile. Meanwhile, the orange trees
seemed abldo scent the air of the space yelk®2 dzy RX G KS 5dz1 S y2aGAy3 GKI G
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here [in the Orangery] almost always in good health and condition, perfuming the whole of
| KIGag2NIliK ¢A ((®vehdish 78M] 10 eyand theYséef of the trees was the more
prosaic smell of petrichor the smell of wet earth- ubiquitous to conservatories, and working
olfactorily to bring the outdoors in. Such a scent was likely to have contrasted starkly with the
preceding spacesn the route, the artistic and furnished contents of which would likely have suffered
if brought into contact with damp or dirt. The sensory stimulation of the Orangery, then, was distinct
from the preceding rooms on the route to the Banqueting Room angiged an embodied shift from

one type of space to another.

THE ORANGERY, CHATSWORTH

Figure 2.22 Engraving after a photograph by Richard Keene of the Orangery at Chatsworth in 1872. The
monumental marble urn a copy of the Medici Vasecan be seen in the centre of the image. (Frohe
Graphi¢ 28 December 1872.)
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Figure 2.23 A view of the Orangery, December 1946. The marble urn can be seen in the background,
dwarfing the statues around it. Image source: https://houseandheritage.org/2018/05/13/chatsworth
K2dza Sk O0FNBY We¢KS {LKSNBQ HyiK 5SOSY0SNI m

Figure 2.24 The marble urn remains in the Orangery in the 21st century, though now surrounded by

merchandise rather than trees or sculpture. (Image:

https://artwondereveryday.blogspot.com/2014/09/chatsworthouse_5.htm)
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2.3.5 Conclusion

The insertion of the Orangery transformed the identity of the Banqueting Room. Thedexoeated
stairwell to the Banqueting Room was converted into an access route to further spaces along the north
wing, and the primary access route to reach the BanaueRoom shifted from the Gardens to the
Orangery. However, eopting the Orangery into the experience of traveling to the Banqueting Room
introduced a new perspective. Encased in glass which reflected artificial light, and housing rare flora
alongside monmental statuary, the Orangery provided novelty and sensory stimulation to visitors.
With the insertion of the Orangery, we see writ large shifts in where importance was placed, from the
18th century focus on the relationship between landscape and architectowards 19tkhcentury
interests in exploration and discoveries in the natural world. It is likely, therefore, that an experience
of the Banqueting Room was granted a sense of modernity and novelty by association with the

Orangery.
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The second significant shift in the identity of the Banqueting Room occurred in October 1833, and is
evidenced through two unusual architectural plans for the room. Overlaid onto two formal drawings

of a design for the Gallery structure inside the BanqugeiRoom, dated September 1833, are sketches

of a different design a design representing the shape and proportions of the structure we see today
(WY/N/iii/la & 2; figs 2.25 and 2.26). While the formal drawings are in black ink, with notes made in
ahandd a0 Ay OO0 FTNRYAYRAODEAYSQaKSsy¥Y2N)] 2F I-yhel darad
sketches are brown and the corresponding notes clearly match correspondence from the architect. In
the same brown ink is the date on which the sketches weagle: 6th October 1833. Two days later,

2y yiK hOi206SNI mMmyooX G(G(KS 5dz21S NBO2NRSR Ay KAa
KFLILIAETE FNNFYYy3ISR SOHSNRBUKAYIQ O065CnKHKMKMOUX | yR
to denotethe Banqueting Room space for the first time (Building Accounts). It is five months later, in
March 1834, that the name is adopted more formally when architectural plans for the room begin to
0S GAGESRI W. IyljdzSGdAy3a w2 ersomasNaricushSéfdirddBorttheC N2 Y
F NOKAGS YFGSNALIE a W. FyljdSGiAy3a w22YQY W. [ ff w2
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Figure 2.25Architectural plan for the Gallery in the Banqueting Room from September 1833, overlaid with sketches for a differerdatedigictober 1833
(WY/N/iii/1la).© The Devonshire Collections, Chatsworth. Reproduced by permission of Chatsworth Settlement Trustees.
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Figure 2.26 Detail from an architectural section for the Gallery in the Banqueting Room from September 1833, overlaglohihk &k a different design (WY/N/iii/2®

The Devonshire Collections, Chatsworth. Reproduced by permission of Chatsworth Settlement Trustees.
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Pulling these archival instances together point to a notable shift in intention for this room, a shift in
GKAOK (KS 5dz1S Aa LISNER2YylFffeé AYLX AOIFIGSRYI KAa 22c¢
WSTFFNBEQQa | NNJI y IS Yhe/skeicled designsteRistoin-tHe aréhNé tadayysa we2 T

are left with the impression that these sketches are the fruit of a familiar, informal;tomme

conversation between patron and architect, without the machinery of country estate or architectural

drawing office attached. Through these sketches, we are afforded a possible glimpse into an intimate

and creative moment in time between two individuals that have since become symbols of their
respective worlds: elite patronage and architecture. Seen mwdy, the sketches erode the lens of

traditional architectural history that frequently fixes polite architecture into a cannon, or logical and
aSljdzSyaal t RS@St 2 LIY S yAinold2 ZD06, Axy)and khetmighik &MtR &nuct? afz( LJdzi

/| KFGag2NIKQa | NOKAGSOGdzNF £ KA&ad2NEB KlFa 0SSy NBO
patron to have individual and spontaneous desires, the architect to be nimble and adaptive, and the

design process, even on a prdjexs large as the new north wing, to have the capacity to be fluid,

uncertain and informal.

Though absence of evidence is not evidence of absence, given the volume of architectural drawings

that havesurvived in the archive, it seems probableat these sketches never progressed to formal
architectural drawingsThat theyclearly form the basis for the Gallery structure we see today

therefore may also testify to the trust placed in the knowledge and experience of the foreman
interpreting them, and the skill and ability of the joiners and carpenters executing them. This
relationship of trust betwem patron, architect and craftsmen further undermines the narrative,
R2ZYAYLFYyld Ay | NOKAGSOGdzZNI f KAAG2NRI 2F LREAGS 0 dz

2.4.2 The 6th Duke & (the) Theatre

The correlation of the archival traces shared here point to the new Gallery structure to be explicitly
GASR G2 GKS FLWIStElLdAz2y 2F F WiKSI (-p&E@eofthS§ iz oKL
room is, perhaps, more nuanced than we mightiaipate. A biographical study of the 6th Duke of
Devonshire, contextualised by the common practice of elite private theatricals, may lead us to
anticipate his likely participation in and active patronage of this activity within his own houses. In his
diaries, the Duke recorded his frequent attendance at the theatre and opera, both in England and

abroad, often attending at least one performance a night while in a city (DF42Hs3; surviving

2F 5SOSYOSNI MmyoH AY

BLdzYYFENRAAAYI GKS FANRG G 14
f 5CNKHKMKMHDU ®

RAYYSNER g LXlFead | I LILR
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household accounts see him subscribing to, maintaining and altering boxes at a number of London
theatres over decades, demonstrating his personal investment in their availability, comfort and
convenience (C/165/&); and, he twice held the public office dbrd Chamberlain, whose
responsibilities included approving or denying the staging of productions at the patent theatres. The

5dz1 SQa RAIFINASa (SadgAaAfTe (G2 az2vysS 2F (GKS OKIFffSy3aSa
place just eight montk before the sketches of the new gallery structure appeared (DF4/2/1/13; 25th
February-F GAYAy3 GKIG F2NBIANRdzyRa GKS 5dz1SQa | OGA/L

moment the Banqueting Room saw an apparently theatrical shift in its intention

{dzOK ¢l & (GKS 5dz1 SQa | dziKSydA O adzZlll2NI 2F GKS RN
OKAST TFdzy RSNJ 2F Cl yy &BuhBdldy 2a12E bemefacton of prdigsdioyial a OK 2
LISNF2NYSNB O05CnkMkMnKk oI YR K2a0GX G 5S@2yaKANEB
O2YLI yes aidl3Ay3da . NetSoS8Sadadwe Sdeid tiie(pisentcd as Quedin Vidtdtia
(DF4/3/2/12). Indeed, the Duke himself had organised and participated in private theatricals with his

social circle at his villa in Chiswick in spring 1823 (DF4/2/1/3). However, his progressive deafness led

him to forgohis acting role imown and Countrychoosing instead only to speak the prologue for the

piece?® Even then, domestic circumstances necessitated he attend a funeral the morning of the
LISNF2NXYIFyOSd {dzOK ¢l & KA&A adlFdS 2F Sy20A2y It G dzN
G2 Llzi wKAYBaStT NAIAKG I TiSNItripdng ovar didgoidy, 8@ S| R,
O2y Of dzZRS KAa RAIFINER SYyidNR F2NJ 0KS LISNF2NXIFyOS RI
G2 0SS SEGNBYSte GSYuKay éxSetence3hdra wakein@vspagenréporty & NIJ S

a second performare to take place the following yeafife Morning Chronicle W¢ KS a A NNE N
CraKA2y QT onldK WIY mMyHnOoX Iy AydSyd-hmahgr adddzi LISY R

apparently never again picked up.

DAf ALY wdzaaStf KFa 204aSNBSR (KFGZ WF2NJ GKS DS20
equally fascinated with the sociable, spatial and material contexts in whichYptay, A y3 (221 LJ |
(2007, 191) The truth of this is borne out in the collections of scrapbooks, watercolour albums,
correspondence and related objects curated by the 6th Duke and held in the Devonshire Collections,
which are riddled with theatrical memorabilia. There is enough mdtesialence in the DCA alone of

0KS ciliK 5dz1 SQa Ay@2t @SYSyid sAdGK 020K LlzmftAO | yR

the subject.

BeKAEA oFa& GNAGGSY alLISOALffte F2N) GKS 200FaArA2y o0& DS2NE
sister, Caroline, in 1809.
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2.4.3 Using the Banqueting Room/Theatre

Given this body of biographical evidence, the apparent shift in intention for the Banqueting Room with

0KS NBRSaAady 2F GKS DIFIffSNEBE adNUzOGdNBE |yR GKS
papers, we would expect to see archival evidencprivate theatricals taking place in the room from

1834 onwards. Yet these events do not materialise in the primary sources as consistently as we might
SELISOGP® LYRSSRT RSaLMAGS Ye 26y NBaSkHNOK SFF2NI
volunteers, have been able to identify in the primary material only five instances in which the room

gl a daAaSR G +ft o0Si6SSYy mMyoH YR wmypyI ¢KSy GK
FyljdzSGAy3 NR2Y F2N YIazyar 3II NRSYGKNEY KSGNIS 82 ye v
AAY3ASNI OFLYS 3 RAGSNISR (i Kdstas the BkétohBsYoSthednew gallBrE n K H K M

Q1

structure, and beautifully illustrates the potential function of a banqueting room in entertaining a
spectrum of estate communities wifbod and music. The second occasion, and the first following the
NBYFYAy3 2F GKS NR2YZ gt a Ay {SLIGSYOSNI myoc 6KSy
and Blanche Cavendish comments especially on the view down the enfilade of rooms leadiag to th
Banqueting Room stairs (CS6/3563). The third and fourth occasions were on consecutive months three
8SIENE fFGSNE ¢6KSyYy OKFNFRS&a ¢gSNB aidr3aISR Ay GKS wi
Accounts). Unusually, there are a number of sources thstify to the first of these, including an

illustration, a highly descriptive letter from Blanche Cavendish to her sister (CS6/4152) and a comment

from the Duke in his diaries. For the charades the following month, the Building Accounts testify to
WCMYGTI dzLd G KS ¢KSIFGNBQ YR Wel 1 Ay3 R2ésfantrekddd (G NB T .
complemented only by a letter from Lady George Cavendish to Blanche, hetirsister, listing the

participants in various scenes of a charade taking placehatsworth (CS6/4173). Finally, in 1843,

Queen Victoria visited Chatsworth, during which a ball was held in her honour in the Banqueting Room
(DF4/3/2/6).

The scarcity of these instances over a 26 year period does not necessarily point to the Banqueting
w22YK¢KSFGINBQa tF01 2F dzaSe® ¢KS fSGGSNA L KIF @S 1
2023, so there were no clues as to their contents onatrahive catalogue prior to this. Moreover, the

5dz21 SQa KFyRgNAGAY3T Ay KA&a RAFNARSE 0S02YSa AyONBI
to be almost inaccessible from this date. Evolving organising principles of the Devonshire collections

since the early 20th century have resulted in the separation of some small paintings from their archival
context, dissociating at least one illustration of charades at Chatsworth from its descriptive
information. Piecing together these sources has reliedhenitem-level cataloguing outlined here, as

well as informal conversations with curatorial staff and volunteers whose knowledge of the collections
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exceeds the information held in the catalogue. In undertaking archival research for this project, the
vastness of the archive at Chatsworth had to be balanced with the likelihood of turning over relevant
evidence. There is therefore likely to be more evide that comes to light as detailed cataloguing
progresses. Russell has noted that, despite the important role of newspapers in publicising the
amateur performances of the Georgian elite, private theatricals amongdméry have only come to

light becauseof the later fame of the writers of letters recording thef2007, 192) The staging of
charades, though undertaken by the social elite at Chatsworth, may well be compared with the private
theatricals of Georgian gentry. Often claimed to have been organised at the last minute, and
apparently without the attendant paratheatat materials of playbills, tickets etc., they would likely
have avoided the attention or interest of newspapers, leaving these potential sources of information
on the use of the Banqueting Room/Theatre practically redundant. The informatiatowave has
mostly come to us through the letters described above. This is all to say that there are likely many
more personal accounts of events held in the Banqueting Room/Theatre yet to come to light, both

within the DCA and in archive collections elsevehe

Nonetheless, what these five instances demonstrate is the range of social uses to which the
Banqueting Room was put even after its shift towards the theatrical. The Duke best summarises this
variety in hisHandbook of Chatsworth and Hardwigkivately published in 1845 (Cavendish 1845).
TheHandbookA & GNARGGSY Ay GKS F2N¥Y 27F I {(-GavérShd (2 (K
Countess Granville. Its tone is intimate and often playful, the text peppered with anecdotes and shared
familial memories of ie Houses and those who have populated them. Through the section of the
Handbookdedicated to Chatsworth, the Duke leads Harriet on a tour of his recently completed
NEBy2@FGAz2ya (2 GKS 12dzaS IyR DIFENRSyao ! LRy NBI OK
for the Balroom, by some called BanquettifiRpom- or better, the room b6 make a row in. It is
SaLSOALffe (GKS GKSIFIGNB 2F / KFENIRSaQsS 06SF2NB 3I2AY
inhabited, and full of people and whiét I 6 fois BLEL17). The Duke then also includes a description

of the room on the occasion of the 1843 ball.

As well as introducing the activity of cards, for which we so far have no other supporting primary

YFGSNAFES AdG Aa KAIKEe@ LlRaarofsS GKFG GKS 5dz1 SQa
AL OS a | WNB2Y (2 YI 162 NR NENR gAQ/ QOf y2 KoSS/ LaNERy] 250y
NK@YAyYy3a SAGKSNI gAGK WO026Q 2NJ gA0K WaSsgQd ¢KS I

- consistent with a ball roomwhile the former would evoke a generalised nois@nsistent with the
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merriment associated with a banqueting room. Thus, in one punning phrase, the Duke elides the

shifting nomenclature of the room while simultaneously characterising it as a place in which 6 play.

2.4.4 Analysing the Gallery Structure
In light of this historical information, how might we read and interpret the change in design for the

new gallery structure? The designs on which the sketch changes are overlaid show a shallow curve

centred around the entrance door, two small, enclosedac®iid SAGKSNI aARS> | yR
Ittt SNEQ | 0 2-@Benches.Tircuii Nogrights izhé clbsets transmit daylight from the
tFNES 6AYR264 AY (KS . FylidSiAy3 w22y G2 GKS adl A

make fourkey changes to the shallow curve design. The first and most significant is one of scale and
shape, narrowing the ends of the gentle curve and bringing it forward, thereby dramatically enlarging

the closets and altering the overall shape of the structuretboxy, more rectangular design (fig.
HOHTOUD® b2iGloféexr GKS Oft2a8G&4 NB NBYlIYSR W62ESAC
FdZRAG2NAL GKFEG FdZNIKSNIfAY] GKAa adNHzOGdzNB G2 (K
are mostly emoved and replaced by a low, panelled barrier, opening up the new boxes to the wider

room, while the edge of the boxes extends beyond that of the gallery above, curving into the space
almost like the prow of a ship (fig. 2.28). Meanwhile, pencil linegdatel new steps into the boxes,

raising them above the floor of the main room (fig. 2.27).

2Ly Ot dzZRSR |'Y2y3d GKS ciGK 5dz1 SQ& LI LISNER Ay (G4KS 5/! Aa |
0KS LildzyyAy3d LRGSYGAlIE 2F gNARAGGSY 62NRasx &adzOK Fazx w2 KS
(DF4/6/2/13).
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Figure 2.27 Detail of architectural plan showing the sketched changes including the enlargement of the
YV2NIKSNYyY24i 62ES GKS NByYylFYAy3 2F (GKS Oft2aS8Si4&a & Wo2
the circular floor light, and the creatiorf the lobby (WY/N/3/1a).

Figure 2.28 Detail of architectural section showing the sketched changes including the replacement of the
closet walls with a low, panelled barrier, the extension of the edge of the box beyond the edge of the gallery

above, the reduced barrel arch to theiting of the landing and the levelling of the gallery floor (WY/N/3/2).
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