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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 in the мфǘƘ ŎŜƴǘǳǊȅΣ ǿƘƛƭŜ ǘƘŜ ǊƻƻƳΩǎ ƭƻŎŀǘƛƻƴ ƛƴ ŀ 

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 

Theatre 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 through an 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 socio-cultural origins of the Theatre building and understand the reflexive 

relationship between historical people, the spaces of the building, 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 estate. In so doing, the findings challenge established paradigms in country house studies 

and offer new ways for thinking about communities - historic and contemporary - and the country 

house. 
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COVID-19 Impact Statement 

Research for this PhD project began on 1st January 2020. On 23rd March 2020, the United Kingdom 

ŜƴǘŜǊŜŘ ƛǘǎ ŦƛǊǎǘ ƴŀǘƛƻƴŀƭ ΨƭƻŎƪŘƻǿƴΩ ƛƴ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜ Ǝƭƻōŀƭ /h±L5-19 pandemic. This event, 

subsequent restrictions and the variable responses of cultural institutions impacted the planned scope 

and direction of this project. Two concrete examples are given here, followed by the adaptations made 

to accommodate them.  

 

Firstly, the original project plan involved scoping other extant private theatres in the UK, and any 

archive collections associated with them, to assess the utility of a comparative study or to 

ŎƻƴǘŜȄǘǳŀƭƛǎŜ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊŜ ƴŀǘƛƻƴŀƭƭȅ. With the national restrictions in place, all cultural sites 

were forced to close their doors to the public. Moreover, the extent to which private theatres and 

theatricals can be researched through publicly-accessible digital data is limited: relevant, original 

material is most often found in collections of ephemera, such as scrapbooks, or captured in lines of 

account books (Coates 2020). Rarely do cataloguing practices identify these items as containing 

theatrical material; even more rarely are these kinds of material digitised. Neither private theatres, 

nor the archival collections that hold traces of associated theatrical activity were feasibly available to 

visit until May 2021 at the earliest. 

 

Secondly, an early consideration for the project was how the presence of /ƘŀǘǎǿƻǊǘƘΩǎ Theatre might 

be used as a lens through which to explore theatrical practices - historical or contemporary - in historic 

houses more broadly. The intention was to experience current theatrical, or performed, interpretive 

interventions at a range of historic house sites while seeking to contextualise any analysis in relevant 

critical frameworks. As with visiting other private theatres, this became impossible following the 

national restrictions. 

 

However, access to the spaces and archives at Chatsworth was made possible from September 2020 

onwards, albeit in ways that were controlled and limited. Consequently, the project adapted to the 

restrictions imposed by the pandemic by leaning into this availability and taking a deep and detailed 

dive into the site of Chatsworth: the space of the Theatre and those spaces leading to and around it; 

ǘƘŜ ǎǳǊǊƻǳƴŘƛƴƎ ƎŜƻƎǊŀǇƘȅ ƻŦ ǘƘŜ ŀǊŜŀΤ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǎƻƳŜ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǎǘŀŦŦ ŀƴŘ ǘƘŜ 

spaces they inhabit 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 or collections of material relating to 

private theatricals was gained through subsequent research trips - one 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 a looser sense of the word, remained alive in my intellectual imagination; the idea 

lingers in this study as scent lingers in a room even after the body has left. 

 

The result is a close reading ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜΣ ƛǘǎ ŀǎǎƻŎƛŀǘŜŘ ǎǇŀŎŜǎ ŀƴŘ ǘƘŜ ŀǊŎƘƛǾŜ ƳŀǘŜǊƛŀƭ 

that best speaks to the stories I sought to draw out. 
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Preface 

When I visited the Theatre in Chatsworth House for the first time in November 2018, I 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 are worth detailing 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 

5ŜǇǳǘȅ {ǘŀƎŜ aŀƴŀƎŜǊΩǎ ŘŜǎƪ ƛƴ ǘƘŜ ǿƛƴƎǎΦ L ŀƳ ƳƻǊŜ ŦŀƳƛƭiar with and intrigued by backstage spaces 

and behind-the-scenes communities than front-of-house ones. Family gatherings were - and still are - 

dominated by conversations about other actors, the job of acting, and the challenges and joys of 

working with new people in new places and in new ways. I then trained as an actor and practised 

professionally - when given the opportunity - on stage and sometimes on television. I am accustomed 

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

ǎƻ ǘƘŀǘ ŀ ǇŜǊŦƻǊƳŀƴŎŜ ǎŜŜƳǎ ŀǎ ŜŦŦƻǊǘƭŜǎǎ ŀǎ ǇƻǎǎƛōƭŜ όǿƘŜǊŜ ΨŜŦŦƻǊǘƭŜǎǎΩ ƛǎ ŘŜǎƛǊŀōƭŜ ǎǘƻǊȅǘŜƭƭƛng). It is 

a well-worn truism that an actor should know how to find their light. My training taught me that they 

should also learn how 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 us actors-in-

training always to test any onstage doors we had to use. We should, he said, know 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 a stage, its attendant scenographic elements - ie. the set, lighting, costume, 

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

ƻǿƴ ǳǊƎŜ ǘƻ ǳƴŘŜǊǎǘŀƴŘ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜΦ 

 

¢ƘŜƴ ǘƘŜǊŜ ƛǎ ǘƘŜ ŀŎǘƻǊΩǎ ŎǳǊƛƻǎƛǘȅ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǿƘŀǘ ƛǘ ŦŜŜƭǎ ƭƛƪŜ ǘƻ ōŜ ǎƻƳŜƻƴŜ ŜƭǎŜΣ ǘƻ ƛƳŀƎƛƴŜ 

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 idea of what 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 

ƻǊ ŜȄƛǘ ŀ ǎŎŜƴŜΣ ǿŜ ŀǊŜ ŜƴŎƻǳǊŀƎŜŘ ǘƻ ŎƻƴǎƛŘŜǊ ƻǳǊ ŎƘŀǊŀŎǘŜǊΩǎ ŜƳōƻŘƛŜŘ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜ ǎǇŀŎŜ ƛƴ ǘƘŜ 

world of a play, to imagine where we have come from and the conditions of the space we are stepping 

into or out of. I do not believe actors are the only people to practise this - anyone with empathy and 
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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 the well-worn steps of a historic 

building. But my training and practice as an actor in these ways 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 scene-painting studio in south London, and against its conversion 

to flats. The studio was built by Joseph Harker in c.1904. 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 

and eȄǘŜƴŘŜŘ ŦŀƳƛƭȅ ŎƻƴǘƛƴǳŜŘ ǘƘŜ ōǳǎƛƴŜǎǎ ƛƴ ǘƘŜ ǎŀƳŜ ǎǘǳŘƛƻ ŀŦǘŜǊ WƻǎŜǇƘΩǎ ŘŜŀǘƘ ƛƴ мфнтΦ ¢ƘŜ 

business underwent major changes through the 20th century but, by the time my co-campaigners and 

I set up the campaign, the building was still being used for theatrical ends and hosted set builders and 

scene painters who needed a large-scale, messy workplace with plenty of even light. We discovered 

that Harkers Studio, as it was known, was the longest-serving studio of its kind in London, if not the 

country. When we established 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 present-day theatre practitioners. Freelance performance designers, prop and costume 

makers, set builders and scene painters were feeling the squeeze of living in a high-cost city with little 

to no affordable space in which to undertake their work. Amenity societies, tasked with the care of 

significant historic 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 work is done 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, I 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 
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ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜ ƛǎ ƛǘǎ ǎǳǊǾƛǾƛƴƎ ǎŎŜƴƛŎ ǎǘƻŎƪΣ ƛƴŎƭǳŘƛƴƎ ǘƘŜ ǇǊƻƳƛƴŜƴǘ ǇǊƻǎŎŜƴƛǳƳ ŀǊŎƘΦ ¢Ƙƛǎ 

scenery was made in 1896 - ƛǘ ƛǎ ŀ ŘƛǊŜŎǘ ŎƻƴǘŜƳǇƻǊŀǊȅ ƻŦ IŀǊƪŜǊΩǎ ǿƻǊƪΣ ŎǊŜŀǘŜŘ ƛƴ ǘƘŜ ǎŀƳŜ ǿƻǊƭŘ 

and painted not far away from where Harkers Studio would come to be built in 1905. When I first 

ǾƛǎƛǘŜŘ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜΣ L ŎƻƴŦǊƻƴǘŜŘ Ƴȅ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ƘƛǎǘƻǊƛŎ ōǳǎƛƴŜǎǎ ƻŦ ǎŎŜƴŜ ǇŀƛƴǘƛƴƎ 

which, until that point, had revolved around Harker and high-end commercial theatre, and I began to 

wonder about the bigger picture that brought high-quality 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 

¢ƘŜŀǘǊŜ ǘƘŜǊŜΣ ƭƛǘǘƭŜ ƻŦ ǿƘƛŎƘ ŎƻǾŜǊǎ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ǘƘŜ ǊƻƻƳΩǎ ǎcenery. However, some awareness of 

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 I 

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.  



2 

1.1 Introduction 

Chatsworth House, in north east Derbyshire, has been in the ownership of the Cavendish family, Earls 

ǘƘŜƴ 5ǳƪŜǎ ƻŦ 5ŜǾƻƴǎƘƛǊŜΣ ǎƛƴŎŜ мрпфΦ !ƭǎƻ ƪƴƻǿƴ ŀǎ ΨǘƘŜ tŀƭŀŎŜ ƻŦ ǘƘŜ tŜŀƪΩΣ ōŜŎŀǳǎŜ ƻŦ ƛǘǎ ƭƻŎŀǘƛƻƴ 

in the Peak District National Park, the house has long held 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 

/ƘŀǘǎǿƻǊǘƘ IƻǳǎŜ όŦƛƎΦ мΦмύΣ ŀ ǎǇŀŎŜ ǘƘŀǘ Ƙŀǎ ōŜŜƴ ǎƻƳŜǿƘŀǘ ǎƛŘŜƭƛƴŜŘ ƛƴ ǘƘŜ ƘƻǳǎŜΩǎ ŎǳǊǊŜƴǘ 

presentaǘƛƻƴΣ ōǳǘ ǿƘƛŎƘ ŦƻǊ ǎǳŎŎŜǎǎƛǾŜ ǇŜǊƛƻŘǎ ƛƴ ǘƘŜ ƘƻǳǎŜΩǎ ƻŎŎǳǇŀǘƛƻƴ Ƙŀǎ ǇƭŀȅŜŘ ŀƴ ƛƳǇƻǊǘŀƴǘΣ ŀƴŘ 

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 evolution 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 

ƛƴ мфлтΦ ¢ƘŜ ǘƘŜǎƛǎ ǿƛƭƭ ŘŜƳƻƴǎǘǊŀǘŜ ǘƘŀǘ ǘƘŜ Ƴŀƛƴ ǇƘŀǎŜǎ ƻŦ ǘƘŜ ¢ƘŜŀǘǊŜΩǎ ǳǎŜ ǊŜŦƭŜŎǘŜŘ ǘƘŜ ǇǊƛƻǊƛǘƛŜǎ 

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 local gentry.  

 

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 

ǘƻ ŜŀŎƘ ƻǘƘŜǊΦ .ȅ ǿŀȅ ƻŦ ŀƴ ƛƴǘǊƻŘǳŎǘƛƻƴ ǘƻ /ƘŀǘǎǿƻǊǘƘΩǎ ¢heatre, I would like to take you on the 

journey of a visitor to Chatsworth today, to establish some of the geography of the house, immerse 

ȅƻǳ ƛƴ ƛǘǎ ǎǇƭŜƴŘƻǳǊΣ ŀƴŘ ƛƭƭǳǎǘǊŀǘŜΣ ōȅ ŎƻƴǘǊŀǎǘΣ ǘƘŜ ǎǳǊǇǊƛǎƛƴƎ ǇǊŜǎŜƴŎŜ ŀƴŘ ŀǇǇŜŀǊŀƴŎŜ ƻŦ ƛǘǎ ΨōƛƧƻǳΩ 

Theatre. In doing so, I honour and echo - albeit thinly - the efforts of William Spencer Cavendish, 6th 

Duke of Devonshire (1790-1858), who recorded with humour and affection the changes he made to 

the house in his Handbook of Chatsworth and Hardwick (Cavendish 1844), written in the form of a 

ƭŜǘǘŜǊ ǘƻ Ƙƛǎ ǎƛǎǘŜǊΣ IŀǊǊƛŜǘΦ L Ŏŀƴ ƻƴƭȅ ŀǎǇƛǊŜ ǘƻ ǘƘŜ 5ǳƪŜΩǎ ǿƛǘ ŀƴŘ ƭŜǾƛǘȅ ƻŦ ǘƻƴŜΣ ǎƻ L Řƻ ƴƻǘ ŀǘǘŜƳǇǘ ǘƻ 

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 sheep-studded field in 

the foreground and a densely-wooded hill hugging close behind. The long, 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, temple-like attic. Once within the shadow of the house, visitor access is 

made via the central and largest of three grand 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 sub-hall. If you are here in the colder months, a fire is lit in the grand 

https://www.zotero.org/google-docs/?6TxVWF
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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 soften the edges 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 sub-hall, a bold, polychromatic marble floor leads your eye and 

sends your body down a corridor lined with smaller-scale 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 17th-century paintings, revealing veiled narratives to a classically-trained eye, or 

showing off the skill of their executors with deceiving trompe l'oeil effects; the chequered floor is 

ǇƻƭƛǎƘŜŘ ǘƻ ŀ ƘƛƎƘ ǎƘƛƴŜΣ ǘŜǎǘƛŦȅƛƴƎ ǘƻ ǘƘŜ ŎŀǊŜ ŀƴŘ ŜȄǇŜǊǘƛǎŜ ƻŦ ǘƘŜ ƘƻǳǎŜΩǎ ǎǘŀŦŦΤ ŜƴƻǊƳƻǳǎ 

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 ceiling and in dignified contrast with the 

ornate, marble-topped 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, gold-plated, life-sized sculpture 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 17th-century state apartments, in which hard-soled shoes 

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

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

as the contemporary, wall-mounted pedestals crafted into ribbons from pale ash timber. 

Eventually, you reach the landing above the heavy, oak stairs, crowned with a glazed cupola, and 

are met with a triple-height 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. On the landing wall is a larger-than-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, successfully offsets the 

grandeur of the other paintings. From here, you emerge outside the library, in the ante library, 
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ŀǘ ǘƘŜ ΨǘƻǇΩ ƻŦ ǘƘŜ ƴƻǊǘƘ ǿƛƴƎΦ ! ƭƻǿΣ ƎŀǘŜŘ ōŀǊǊƛŜǊ ǇǊŜǾŜƴǘǎ ȅƻǳ ŦǊƻƳ ŜƴǘŜǊƛƴƎ ǘƘŜ ƭƻƴƎΣ 

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 select one of the 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 spaces - of rooms and ante 

rooms - and it is now through these spaces 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 capacious, barrel-vaulted 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 reaches up and almost touches the crystal chandelier descending 

from the ceiling. More portraits - rendered 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 

Grecian-inspired 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 at the practical, muscular 

ƴŀǘǳǊŜ ƻŦ ǘƘƛǎ ǎǇŀŎŜ ŀǎ ōƻǘƘ ŀ ŦƻǊƳŜǊ ƳǳǎƛŎƛŀƴǎΩ ƎŀƭƭŜǊȅ ŀƴŘ ŀ ƪŜȅ ŀŎŎŜǎǎ ǊƻǳǘŜ ŦƻǊ ǎǘŀŦŦΦ ¢ƘŜ 

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, figurative 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 serve 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 orangery, floodlit 

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 are distilled into trinkets, books 

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

far end of the room, waiting for your guide; you have a special ticket 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 closer to a cylindrical 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 harsh electric bulbs flick into glaring life, you register a number of 

seemingly incongruous items: a clothes rail abutting a boxed-in radiator; 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, the marble newel post recalling 

the columns in the Sculpture Gallery, the elegant iron spindles. As you reach the first half-landing 

and the staircase turns, you clock the square window, made up of smaller squares - not of glass, 

but of thin Blue John marble, each pane 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 containing perspectival 

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 rendered but now lacklustre and slightly sagging on its 

stretcher. These stairs turn and deliver you to the top landing, beneath a gently barrel-vaulted 

ceiling. With no more stairs to climb, you catch your breath. You drift over to a floor-length 

window to your right 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 grand double 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 sense another cavernous space and doubt 
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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. Almost. 

 

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 l'oeil effect, 

recalling the masterful wall paintings in the soaring painted hall. 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 with architraves picked out in gold, is chipped in places and 

at odds with the sumptuous red of the walls. Large windows - two on either side of the room, 

with modern blue blinds drawn to keep the harsher sunlight at bay - have curtains and swagged 

pelmets in red 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 patchwork of plain, 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 the serpentine 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 point it 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 theatrical objects from the more 

contemporary interventions that have been made - black curtains of varying synthetic quality, 

modern stage lights clamped to metal scaffolding poles - but what is clear is that this is, or was, 

a fully-functioning stage. This is, or 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 readily-presented to the public today. There are 

clues that it may once have been as opulent as some of the other spaces in the house - the marble 

newel post, the Blue John window, the highly decorated ceiling - but it has been left to fade; it is no 

longer a priority. 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 
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to the suite of magnificent rooms seen in the rest of the north wing. It is theatre-like, 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 the auditorium. 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, and builds 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 centuries. As with the previous cohort, it was conceived 

as one oŦ ǘǿƻ ƛƴǘŜǊŎƻƴƴŜŎǘŜŘ ǊŜǎŜŀǊŎƘ ǇǊƻƧŜŎǘǎΣ ōƻǘƘ ŜȄǇƭƻǊƛƴƎ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ 

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 Collections Archive, 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 contributed to the estatŜΩǎ ƛŘŜƴǘƛǘȅΣ ŀƴŘ ǘƻ ƭŜŀǊƴ Ƙƻǿ ōƻǘƘ ǘƘŜ ¢ƘŜŀǘǊŜ ŀƴŘ ǘƘŜ 5/! ǎǇŜŀƪ ǘƻ ǘƘŜ 

development of the north wing specifically. There is an implicit and mutually agreed understanding 

that research for this project should support Chatsworth in these endeavours, and a collaborative 

approach lies at the heart of how this project has unfolded. Thus, the following research questions act 

as my project guide:  

 

1. Iƻǿ Řƻ ǿŜ ŀŎŎƻǳƴǘ ŦƻǊ ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴ ŀƴŘ ŀǇǇŜŀǊŀƴŎŜ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊŜΚ 

2. What role does the Devonshire Collections Archive play in uncovering narratives and voices 

ǊŜƭŀǘƛƴƎ ǘƻ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊŜΚ 

3. Iƻǿ ŘƻŜǎ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ŀƴŘ ǳǎŜ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊŜ ŎƻƳǇƭŜƳŜƴǘ ƻǊ ŘƛǎǊǳǇǘ 

ŜǎǘŀōƭƛǎƘŜŘ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ŀƴŘ ǎƻŎƛŀƭ ƴŀǊǊŀǘƛǾŜǎΣ ōƻǘƘ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ƴƻǊǘƘ ǿƛƴƎΣ ŀƴŘ ƻŦ 

country houses more broadly? 

4. Finally, how might the findings from this project support or inform /ƘŀǘǎǿƻǊǘƘΩǎ ŎǳǊŀǘorial, 

engagement and collaborative strategies in the future? 
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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 block, 105-acre garden, and a 1,822-acre 

park. Within this park are the estate villages of Edensor, Pilsley 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 

economically-stretched post-war climate and high death duty taxation, and a charity, the Chatsworth 

House Trust, established in 1981 for public benefit (The Chatsworth Settlement 2023). 

 

 

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 the Chatsworth Whole Estate Plan (The 

Chatsworth Settlement 2023, 9). 

 

https://www.zotero.org/google-docs/?Yg1sOR
https://www.zotero.org/google-docs/?wqXz4M
https://www.zotero.org/google-docs/?wqXz4M
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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 historically owned, 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 

beyond the ChatswƻǊǘƘ ōƻǊŘŜǊ ǘƘŀǘ ƘŀǾŜ ƛƴǘŜǊǎŜŎǘŜŘ ǿƛǘƘ /ƘŀǘǎǿƻǊǘƘΩǎ ƻǿƴ ŎƻƳƳǳƴƛǘƛŜǎ ŀƴŘ 

interests. These wider interests have ranged from private, personal arrangements to significant 

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

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, patrilineal and broadly art historical perspective on one site 

and, predominantly, one branch of one family. It is a whistle-stop tour through the headlines to furnish 

a reader with the scantest history of the estate and an idea of where else, apart from Chatsworth, the 

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 reader to the existence of an idiosyncratic relationship 

ōŜǘǿŜŜƴ /ƘŀǘǎǿƻǊǘƘΩǎ ƘƛǎǘƻǊƛŎ ŘŜǾŜƭƻǇƳŜƴǘ ŀƴŘ ǘƘŜ ǿƛŘŜǊ ƛƴǘŜǊŜǎǘǎ ƻŦ ƛǘǎ ƭŀƴŘƻǿƴŜǊǎΦ 

 

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, etcύΦ ¦ƴƭƛƪŜ ǎƻ Ƴŀƴȅ ƻǘƘŜǊ ǎǘŀǘŜƭȅ ƘƻƳŜǎΣ /ƘŀǘǎǿƻǊǘƘΩǎ ǎǘƻǊȅ ōŜƎƛƴǎ ǿƛǘƘ ŀ ǿƻƳŀƴ ŀƴŘ 

remains, by virtue of patrilineal primogeniture, with her direct descendants. The origins of Chatsworth 

House are closely linked to Elizabeth Talbot, Countess of Shrewsbury (c. 1521/22-1608) - more 

commonly known as Bess of Hardwick - who, 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 named above) 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 remained in 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 

ǿƘƻ ŎƻƴǘƛƴǳŜ ǘƻ ƳŀƴŀƎŜ ƛǘ ǘƻŘŀȅΦ bƻƴŜǘƘŜƭŜǎǎΣ /ƘŀǘǎǿƻǊǘƘ ǿŀǎ ǘƘŜ ŦŀƳƛƭȅΩǎ ǇǊƛƴcipal country seat 

and, while Hardwick remained for the most part unaltered, it was Chatsworth that was 

ŎƻƳǇǊŜƘŜƴǎƛǾŜƭȅ ǊŜƳƻŘŜƭƭŜŘ ƛƴ ǘƘŜ ƭŀǎǘ ŘŜŎŀŘŜǎ ƻŦ ǘƘŜ мтǘƘ ŎŜƴǘǳǊȅ ōȅ .ŜǎǎΩǎ ƎǊŜŀǘ-great-grandson, 

William Cavendish, 4th Earl and 1st Duke of Devonshire (1641-1707), 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 

(Hardwick-Kulpa 2025). Though much of the ground floor plan of the original house - organised 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 deemed to originate from the 

ǇŜǊƛƻŘ ƻŦ ǘƘŜ мǎǘ 5ǳƪŜ όŦƛƎΦ мΦоύΦ 5ǳǊƛƴƎ ǘƘŜ мǎǘ 5ǳƪŜΩǎ ǊŜōǳƛƭŘƛƴƎ ƻŦ /ƘŀǘǎǿƻǊǘƘΣ ƘŜ ŀƭǎƻ ǇǳǊŎƘŀǎŜŘ ŀ 

property on what was to become Picadilly in London, renaming it Devonshire House. Though 

Devonshire House was rebuilt in 1733 foƭƭƻǿƛƴƎ ŀ ŦƛǊŜΣ ƛǘ ōŜŎŀƳŜ ǘƘŜ ŦŀƳƛƭȅΩǎ ǇǊƛƴŎƛǇŀƭ [ƻƴŘƻƴ 

residence until its sale in 1919, following which it was demolished and the site redeveloped (Haley 

2020, 13). 

 

 

CƛƎǳǊŜ мΦо Ψ! ±ƛŜǿ ƻŦ /ƘŀǘǎǿƻǊǘƘ ŦǊƻƳ ǘƘŜ 9ŀǎǘΩ ōȅ Wŀƴ {ƛōŜǊŜŎƘǘǎΣ ŎΦ мтлоΦ ¢Ƙƛǎ ǇŀƛƴǘƛƴƎ ǎƘƻǿǎ /ƘŀǘǎǿƻǊǘƘ 

IƻǳǎŜ ŀǎ ƛǘ ǿŀǎ ǎƻƳŜ ŦƛǾŜ ȅŜŀǊǎ ǇǊƛƻǊ ǘƻ ǘƘŜ ŎƻƳǇƭŜǘƛƻƴ ƻŦ ǘƘŜ мǎǘ 5ǳƪŜΩǎ ǊŜōǳƛƭŘƛƴƎΦ όLƳŀƎŜ ŦǊƻƳ 

https://www.chatsworth.org/visit-chatsworth/chatsworth-estate/art-archives/devonshire-

collections/paintings/view-of-chatsworth/). 

 

The next significant phase of development at Chatsworth was instigated by the 4th Duke of 

Devonshire, William Cavendish (1720-1764), who predominantly undertook changes to the park and 

gardens, and commissioned the construction of the extant stable block and the 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 historic 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. 

https://www.zotero.org/google-docs/?sS5nhx
https://www.zotero.org/google-docs/?viYN6E
https://www.zotero.org/google-docs/?viYN6E
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¢ƘŜ пǘƘ 5ǳƪŜ ŦǳǊǘƘŜǊ ŎƻƳƳƛǎǎƛƻƴŜŘ ǘƘŜ ƭŀƴŘǎŎŀǇŜ ŘŜǎƛƎƴŜǊΣ [ŀƴŎŜƭƻǘ Ψ/ŀǇŀōƛƭƛǘȅΩ .Ǌƻǿƴ όмтмс-1783), 

to redesign this newly-ŜǎǘŀōƭƛǎƘŜŘ ǇŀǊƪ ŦƻƭƭƻǿƛƴƎ ŦŀǎƘƛƻƴǎ ƻŦ ǘƘŜ ǘƛƳŜ ŦƻǊ άƴŀǘǳǊŀƭέ ƭŀƴŘǎŎŀǇŜǎΦ 

.ŜȅƻƴŘ ǘƘŜ ōƻǳƴŘǎ ƻŦ ǘƘŜ /ƘŀǘǎǿƻǊǘƘ ŜǎǘŀǘŜΣ ǘƘŜ пǘƘ 5ǳƪŜΩǎ Ƴarriage to Lady Charlotte Boyle (1731-

1754) brought both significant art and architectural collections to the Cavendish family and a number 

ƻŦ ƴŜǿ ǇǊƻǇŜǊǘƛŜǎ ŀƴŘ ŜǎǘŀǘŜǎΦ /ƻƭƭŜŎǘƛǾŜƭȅ ƪƴƻǿƴ ǘƻŘŀȅ ŀǎ ΨǘƘŜ .ǳǊƭƛƴƎǘƻƴ ƛƴƘŜǊƛǘŀƴŎŜΩΣ ǿƛǘƘ ǘƘƛǎ 

union came Lismore Castle in County Waterford, Ireland, Londesborough Hall and Bolton Abbey in 

Yorkshire, and Burlington and Chiswick Houses in and outside London, respectively.1 

 

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 to a Cavendish 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 of other important estates, many of which would have been considered 

notable financial and high-status 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 century. As will be 

explored in detail in Chapter 2, he commissioned the architect, Jeffry Wyatt (renamed Wyatville in 

1824, and knighted in 1828 (Linstrum 2004)) (1766-1840), to remodel significant parts of the 1st 

5ǳƪŜΩǎ ƘƻǳǎŜ ŀƴŘ ǘƻ ŎƻƳǇƭŜǘŜƭȅ ǊŜōǳƛƭŘ ǘƘŜ пǘƘ 5ǳƪŜΩǎ ƴƻǊǘƘ ǿƛƴƎΦ ²ƛǘƘ WƻǎŜǇƘ tŀȄǘƻƴ όƪƴƛƎƘǘŜŘ ƛƴ 

1851) (1803-1865), the 6th Duke continued to rebuild the village of Edensor, begun by the 4th Duke, 

and remodelled 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. 

 

wŜƳŀƛƴƛƴƎ ǳƴƳŀǊǊƛŜŘΣ ŀƴŘ ŎƻƴǎŜǉǳŜƴǘƭȅ Ŏƻƭƭƻǉǳƛŀƭƭȅ ƪƴƻǿƴ ŀǎ ǘƘŜ Ψ.ŀŎƘŜƭƻǊ 5ǳƪŜΩΣ ǘƘŜ сǘƘ 5ǳƪŜ ƻŦ 

Devonshire instead cultivated a marital union between his heir - first cousin once removed, William 

Cavendish (1808-1891) - and one of his nieces, Lady Blanche Howard (1812-1840). 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, the 7th Duke spent minimal time there, instead developing the coastal 

town of Eastbourne and investing in business ventures at Barrow-in-Furness, near his preferred 

country residence of Holker Hall. Following one of the most significant phases of development in its 

 
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 their first-born son, the 
5th Duke of Devonshire (Haley 2020, 21). 

https://www.zotero.org/google-docs/?1VGRJD
https://www.zotero.org/google-docs/?F9RP95
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history, then, between the death of the 6th Duke in 1858 and the death of his successor in 1891, 

/ƘŀǘǎǿƻǊǘƘ ǊŜƳŀƛƴŜŘ ǊŜƭŀǘƛǾŜƭȅ ǳƴǳǎŜŘ ŀƴŘ ǳƴŘŜǾŜƭƻǇŜŘ ōȅ ǘƘŜ 5ŜǾƻƴǎƘƛǊŜǎΦ ¢ƘŜ тǘƘ 5ǳƪŜΩǎ ǎƻƴ ŀƴŘ 

heir, Spencer Compton Cavendish (1833-1908), inherited Chatsworth and the dukedom at the age of 

58, and eight months later married his contemporary Louisa Montagu (née von Alten), Dowager 

Duchess of Manchester (1832-1911), a union that resulted in her becoming known colloquially as the 

Ψ5ƻǳōƭŜ 5ǳŎƘŜǎǎΩΦ ¢ƻƎŜǘƘŜǊΣ ǘƘŜ 8th Duke and Duchess reinvigorated Chatsworth, installing electricity 

throughout the house and hosting high-profile seasonal entertainments on a grand scale that 

prompted the installation of the stage in the Theatre - the room with which this thesis is primarily 

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. 

 

²ƛǘƘƻǳǘ ŎƘƛƭŘǊŜƴ ƻŦ Ƙƛǎ ƻǿƴΣ ǘƘŜ уǘƘ 5ǳƪŜΩǎ ǎǳŎŎŜǎǎƻǊ ǿŀǎ Ƙƛǎ ƴŜǇƘŜǿΣ ±ƛŎǘƻǊ /ŀǾŜƴŘƛǎƘ όмусу-1938) 

όǎŜŜ !ǇǇŜƴŘƛȄ !ύΦ hƴ ǘƘŜ уǘƘ 5ǳƪŜΩǎ ŘŜŀǘƘΣ IƻƭƪŜǊ Iŀƭƭ ǿŀǎ ōŜǉǳŜŀǘƘŜŘ ǘƻ ±ƛŎǘƻǊΩǎ ȅƻǳƴƎŜǊ ōǊƻǘƘŜǊΣ 

and remains in the ownership of a separate branch of the Cavendish family today. The 20th-century 

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 (1870-1960)) undertook necessary refurbishments at Chatsworth when they took over in 

мфлуΣ ŦƻƭƭƻǿƛƴƎ ǘƘŜ CƛǊǎǘ ²ƻǊƭŘ ²ŀǊ tŀȄǘƻƴΩǎ DǊŜŀǘ /ƻƴǎŜǊǾŀǘƻǊȅ ǿŀǎ ŘŜŜƳŜŘ ǘƻƻ ŜȄǇŜƴǎƛǾŜ ǘƻ Ǌǳƴ 

and destroyed, and significant rare book collections, Devonshire House and Chiswick House were all 

ǎƻƭŘΦ !ŦǘŜǊ ŀ ǇŜǊƛƻŘ ƻŦ ŦƛǾŜ ȅŜŀǊǎ ƭƛǾƛƴƎ ƛƴ hǘǘŀǿŀΣ ŦƻƭƭƻǿƛƴƎ ǘƘŜ фǘƘ 5ǳƪŜΩǎ ŀǇǇƻƛƴǘƳŜƴǘ ŀǎ DƻǾŜǊƴƻǊ-

DŜƴŜǊŀƭ ƻŦ /ŀƴŀŘŀΣ ǘƘŜ 5ǳƪŜ ŀƴŘ 5ǳŎƘŜǎǎ ƭƛǾŜŘ ŀǘ /ƘŀǘǎǿƻǊǘƘ ŦǊƻƳ мфнм ǳƴǘƛƭ ǘƘŜ фǘƘ 5ǳƪŜΩǎ ŘŜŀǘƘ 

in 1938. The Dowager Duchess Evelyn relocated to Hardwick Hall to allow her son and daughter-in-

law, Edward Cavendish (1895-1950) and Lady Mary Gascoyne-Cecil (1895-1988), to take over as 10th 

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

ƎƛǊƭǎΩ ǎchool from Wales, 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 educational activities (Park 1994; Calf 

2020a)Φ ¢ƘŜ млǘƘ 5ǳƪŜΩǎ ǎƻƴ ŀƴŘ ƘŜƛǊ ǿŀǎ ƪƛƭƭŜŘ ƛƴ ŀŎǘƛƻƴ ƛƴ aŀȅ мфппΣ ŀƴŘ ǘƘŜ млǘƘ 5ǳƪŜ ŘƛŜŘ 

ǎǳŘŘŜƴƭȅ ŀƴŘ ǳƴŜȄǇŜŎǘŜŘƭȅ ƛƴ мфрлΦ ²ƘŜƴ ǘƘŜ млǘƘ 5ǳƪŜΩǎ ǎŜŎƻƴŘ ǎƻƴΣ !ƴŘǊŜǿ /ŀǾŜƴŘƛǎƘ όмфнл-

2004), and his wife, the Hon. Deborah Mitford (1920-2014), inherited the Devonshire lands and titles, 

ǘƘŜȅ ŀƭǎƻ ǎƘƻǳƭŘŜǊŜŘ ŀƴ ǳƴǇǊŜŎŜŘŜƴǘŜŘ ǊŀǘŜ ƻŦ ŘŜŀǘƘ Řǳǘȅ ǘŀȄŀǘƛƻƴ ƻƴ ǘƘŜ млǘƘ 5ǳƪŜΩǎ ŜǎǘŀǘŜǎ ŀǘ ул҈Φ 

In a bid to consolidate the estates and pay off the debt now owed to the government, the 11th Duke 

and Duchess gave Hardwick Hall and some of the most significant pieces of fine art and rare books to 

https://www.zotero.org/google-docs/?gRwmAT
https://www.zotero.org/google-docs/?gRwmAT
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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 into a view of Chatsworth as a destination for the 

visiting public.2 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 shop used a range 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 supported 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 and overseen by John 

Oliver (1947-2024), the former Comptroller of Chatsworth, the 11th Duke and Duchess were also 

responsible for reinvigorating the Theatre in anticipation of screening the film adaptation of Pride & 

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 or one-off exhibitions. It 

is likely that much of the appearance of the Theatre today - the white and gold boxes, the curtains, 

and the modern technical interventions, in particular - are the result of this 2004-Ωлр ǳǇŘŀǘŜΦ 

 

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 12th Duke and Duchess, Peregrine Cavendish (b. 

1944) and Amanda Heywood-Lonsdale (b. 1944), took on the title and responsibilities of the peerage 

in 2004, a survey and first-hand experience of living in the house revealed significant necessary repairs 

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

ŀƴŘ ǊŜŎƻƳƳŜƴŘŀǘƛƻƴǎ ŦƻǊ ŎƻƴǎŜǊǾƛƴƎ ŀƴŘ ǎǳǎǘŀƛƴƛƴƎ ǘƘŜ ƘƻǳǎŜΩǎ ŜȄǘŜǊƴŀƭ ŦŀōǊƛŎΦ ¢ƘǳǎΣ ƛƴ нллрΣ ŀ ƳŀƧƻǊ 

improvement project was begun. At a cost of over £32 milliƻƴ ŀƴŘ ǎǇŀƴƴƛƴƎ ǎƻƳŜ мо ȅŜŀǊǎΣ Ψ¢ƘŜ 

aŀǎǘŜǊǇƭŀƴΩΣ ŀǎ ǘƘŜ ǇǊƻƧŜŎǘ ǿŀǎ ŘǳōōŜŘΣ Ƙŀǎ ōŜŜƴ ŎƻƳǇŀǊŜŘ ƛƴ ƛǘǎ ǎŎŀƭŜ ǘƻ ǘƘŜ ǿƻǊƪ ǳƴŘŜǊǘŀƪŜƴ ƻƴ 

the house by the 6th Duke in the 1820s. The Masterplan saw, among other significant changes, a 

complete replacement of the ƘƻǳǎŜΩǎ ǇƛǇŜǿƻǊƪΣ ŎŀōƭƛƴƎ ŀƴŘ ƭƛƎƘǘƛƴƎΤ ǘƘŜ ƛƴǎǘŀƭƭŀǘƛƻƴ ƻŦ ŀ ǾƛǎƛǘƻǊ ƭƛŦǘΣ 

 
2 See Tinniswood 2021 for further information on how other country houses responded to the post-war 
tourism climate. 

https://www.zotero.org/google-docs/?2Mi5pu
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such that the main visitor route is now wheelchair-accessible; 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, including the 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 

discovered ǘƘŀǘ ǘƘŜ ǇŀƛƴǘƛƴƎǎΩ ŦƛȄǘǳǊŜǎ ǿŜǊŜ ǳƴǎƻǳƴŘΣ ǿƛǘƘ ǘƘŜ ǊŜǎǳƭǘ ǘƘŀǘ ǘƘŜƛǊ ǊŜǇƭŀŎŜƳŜƴǘ ƛǎ ƭƛƪŜƭȅ 

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 Chatsworth - and their 

living quarters - to their son, William Cavendish (b. 1969), and daughter-in-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 not-for-profit arts organisation at the 

Devonshire property of Lismore Castle, and it is likely that they will wish to make their own mark on 

Chatsworth. Having already shown support for the public-facing outcomes of this PhD project, and 

with a desire to open up more spaces of the house to visitors, there is a foundation to hope that this 

ǘƘŜǎƛǎ ǿƛƭƭ ƛƴŦƻǊƳ ŀ ǊŜƴŜǿŀƭ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜΦ 

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 more eye-

catching Belvedere. Accounts or mentions of the room appear 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 around its evolution and historical use, which I hope this thesis in its entirety will thoroughly 

redress. Here, I aim to map out where and how these inaccuracies have arisen through the principal 

ǎƻǳǊŎŜǎ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴ ƻƴ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜΦ ¢ƘŜ Ƴƻǎǘ ǊŜŎŜƴǘΣ ǎŎƘƻƭŀǊƭȅ ǿƻǊƪ ƻƴ /ƘŀǘǎǿƻǊǘƘΩǎ 

Theatre has been a significant touchstone for this thesis, and I will therefore explore it in more depth, 

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

 

¢ƘŜ ǘŜȄǘ ǘƻ ǿƘƛŎƘ ǎƻ ƳǳŎƘ ǎŎƘƻƭŀǊǎƘƛǇ ƻƴ /ƘŀǘǎǿƻǊǘƘΩǎ ƘƛǎǘƻǊȅ ǊŜŦŜǊǎ ƛǎ CǊŀƴŎƛǎ ¢ƘƻƳǇǎƻƴΩǎ ŘŜŦƛƴƛǘƛǾŜ 

History of Chatsworth (1949), shortened and republished as a handheld guide to the house under the 

title, Chatsworth A Short History, in 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 

ǎƻǳǊŎŜ ŦǊƻƳ ǿƘƛŎƘ ƘŜ ŘǊŜǿΣ ΨōŜƛƴƎ ŀ ǎǳǇǇƭŜƳŜƴǘ ǘƻ ǘƘŜ ǎƛȄǘƘ 5ǳƪŜ ƻŦ 5ŜǾƻƴǎƘƛǊŜΩǎ ƘŀƴŘōƻƻƪΩ - the 

https://www.zotero.org/google-docs/?xf6bv1
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same handbook to which I referred in 1.1 Introduction. In both histories of Chatsworth, Thompson 

ŘŜǎŎǊƛōŜǎ ǘƘŜ ǊƻƻƳ ǿƘƛŎƘ ƴƻǿ ƘƻǳǎŜǎ ǘƘŜ ¢ƘŜŀǘǊŜ ǘƘǳǎΥ Ψ¢Ƙƛǎ ŦƛƎǳǊŜǎ ƛƴ ǘƘŜ Handbook ŀǎ ΨǘƘŜ 

Banqueting or Ball-ǊƻƻƳΩΤ ōǳǘ ƛǘ ǿŀǎ ŦƛǘǘŜŘ ŀǎ ŀ ¢ƘŜŀǘǊŜΣ ǿƛǘƘ ǎǘŀƎŜΣ ōƻȄŜǎ ŀƴŘ ŀ ƎŀƭƭŜǊȅΣ ŦǊƻƳ ǘƘŜ ŦƛǊǎǘΦ 

hƴƭȅ ƛǘǎ ƴŀƳŜ Ƙŀǎ ōŜŜƴ ŎƘŀƴƎŜŘΩ (Thompson 1951, 106). While the boxes and gallery are consistent 

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

the stage was not installed until the 1890s (see Chapter 3) - an evolution of use that this thesis 

examines and which is central both to unŘŜǊǎǘŀƴŘƛƴƎ /ƘŀǘǎǿƻǊǘƘΩǎ ƻǿƴ ƘƛǎǘƻǊȅ ƻŦ ŜƴǘŜǊǘŀƛƴƳŜƴǘ ŀƴŘ 

to validating the ongoing wider practice of private theatricals through the 19th century, a central issue 

discussed in the Literature Review (1.3.3 Entertainment). 

 

Lǘ ǘƻƻƪ ƻǾŜǊ рл ȅŜŀǊǎ ŦƻǊ ¢ƘƻƳǇǎƻƴΩǎ ƳƛǎǘŀƪŜ ǘƻ ōŜ ǊŜŘǊŜǎǎŜŘ ƛƴ ǇǊƛƴǘΥ ƛƴ ŀ нллнΣ ŜȄǇŀƴŘŜŘ ŜŘƛǘƛƻƴ ƻŦ 

5ǳŎƘŜǎǎ 5ŜōƻǊŀƘΩǎ ƻǿƴ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜ HandbookΣ ƻǊƛƎƛƴŀƭƭȅ ǇǳōƭƛǎƘŜŘ ƛƴ мфунΣ ǎƘŜ ǊŜŎŀƭƭŜŘΣ ΨǘƘŜ 

permanent stage, proscenium and complicated pulleys to manage the backdrops are thought to be of 

ǘƘŜ муфлǎΩ (Cavendish 2002, 228). However, by this time, both a seminal text on private theatricals by 

Sybil Rosenfeld (1978) (covered in 1.3.3 Entertainment) and a definitive biography of Jeffry Wyatville, 

ŀǊŎƘƛǘŜŎǘ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ƴƻǊǘƘ ǿƛƴƎΣ ƘŀŘ ōŜŜƴ ǇǳōƭƛǎƘŜŘΣ ōƻǘƘ ǊŜƛƴŦƻǊŎƛƴƎ ¢ƘƻƳǇǎƻƴΩǎ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ 

the stage was contemporary to the original fit up of the room (Linstrum 1972, 158). Such was the 

ŎƻƴŦƛŘŜƴŎŜ ǿƛǘƘ ǿƘƛŎƘ ²ȅŀǘǾƛƭƭŜΩǎ ōƛƻƎǊŀǇƘŜǊ ǇƭŀŎŜŘ ƛƴ ¢ƘƻƳǇǎƻƴΩǎ ŀŎŎƻǳƴǘΣ ƘŜ ŜǾŜƴ ƘȅǇƻǘƘŜǎƛǎŜŘ 

the painter of the proscenium arch and front cloth to be John Crace, the artist responsible for the infill 

ŘŜŎƻǊŀǘƛƻƴ ƻƴ ǘƘŜ ¢ƘŜŀǘǊŜΩǎ ŎŜƛƭƛƴƎ όƛbid.). Frustratingly, despite being well aware of the later 

installation of the stage, in the earlier editions of her account, Duchess Deborah fails to mention it 

(Cavendish 1987, 196)Σ ƭŜŀǾƛƴƎ ¢ƘƻƳǇǎƻƴΩǎ ƳƛǎǘŀƪŜ ǘƻ ŜƴŘǳǊŜΦ 

 

¸ŜǘΣ ŜǾŜƴ ŀ Ŏŀǎǳŀƭ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ ǘƘŜ ǇǊƻǎŎŜƴƛǳƳ ƛƴ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜ ǎƘƻǿǎ ǘƘŜ ǊŜƳƻǾŀƭ ƻŦ ǘƘŜ 

ŎŜƛƭƛƴƎ ōŜƘƛƴŘ ƛǘ ǘƻ ōŜ ƻŦ ŀ ƭŀǘŜǊ ŘŀǘŜ ǘƘŀƴ ǘƘŜ ŎŜƛƭƛƴƎ ƛǘǎŜƭŦΥ /ǊŀŎŜΩǎ ŘŜŎƻǊŀǘƛǾŜ ŎŜƛƭƛƴƎ ǇŀƴŜƭǎ ƘŀǾŜ ōŜŜƴ 

crudely interrupted by the cut-away. So, why did Thompson - immersed in the spaces and collections 

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

playful ambiguity of his source material. In his Handbook, the 6th Duke describes the room that now 

hƻǳǎŜǎ ǘƘŜ ¢ƘŜŀǘǊŜΣ ǘƘǳǎΥ Ψbƻǿ ŦƻǊ ǘƘŜ .ŀƭƭ-room, by some called Banquetting-Roomτor better, the 

ǊƻƻƳ ǘƻ ƳŀƪŜ ŀ Ǌƻǿ ƛƴΦ Lǘ ƛǎ ŜǎǇŜŎƛŀƭƭȅ ǘƘŜ ǘƘŜŀǘǊŜ ƻŦ /ƘŀǊŀŘŜǎΩ (Cavendish 1844, 116). He goes on to 

ǎǘŀǘŜ ǘƘŀǘΣ ΨώǘϐƘŜ ǇǊƛǾŀǘŜ ōƻȄŜǎ ƭƻƻƪ ǾŜǊȅ ǿŜƭƭ ǿƘŜƴ ƛƴƘŀōƛǘŜŘΣ ŀƴŘ Ŧǳƭƭ ƻŦ ǇŜƻǇƭŜ ŀƴŘ ǿƘƛǎǘ-ǘŀōƭŜǎΣΩ ŀƴŘ 

ǘƻ ŜȄǇƭŀƛƴ ǘƘŀǘΣ Ψώŀϐǘ ǘƘŜ vǳŜŜƴϥǎ ōŀƭƭΣ ŀ ǇƭŀǘŦƻǊƳ ǿŀǎ ǊŀƛǎŜŘ ŦƻǊ ƘŜǊ ŀǘ ǘƘŜ ²Ŝǎǘ ǎƛŘŜΣ ŀƴŘ ǘƘŜ ǿƛƴŘƻǿ 

was suppressed, the recess beiƴƎ ŦƛƭƭŜŘ ǿƛǘƘ ŘǊŀǇŜǊȅ ƻŦ ǿƘƛǘŜ ǘƛǎǎǳ ŘŜ ǾŜǊǊŜΩ (Cavendish 1844, 116-

117). It is possible that, taken with the presence of the stage at the time of writing his History, 

https://www.zotero.org/google-docs/?Ddb2mc
https://www.zotero.org/google-docs/?XTDvgE
https://www.zotero.org/google-docs/?aCXLjc
https://www.zotero.org/google-docs/?Pv3dtj
https://www.zotero.org/google-docs/?7lnxfK
https://www.zotero.org/google-docs/?xThFnT
https://www.zotero.org/google-docs/?M3JQxf
https://www.zotero.org/google-docs/?M3JQxf
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¢ƘƻƳǇǎƻƴ ƛƴǘŜǊǇǊŜǘŜŘ ǘƘŜ 5ǳƪŜΩǎ ŜōǳƭƭƛŜƴǘ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ ǎǇŀŎŜ ŀǎ ΨǘƘŜ ǘƘŜŀǘǊŜ ƻŦ /ƘŀǊŀŘŜǎΩ ǉǳƛǘŜ 

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 which the 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 

both ƻŎŎǳǇȅ ǘƘŜ ǿŜǎǘ ŜƴŘ ƻŦ ǘƘŜ ǊƻƻƳ ŀƴŘ ǊŜǉǳƛǊŜ ǘƘŜ ΨǎǳǇǇǊŜǎǎƛƻƴΩ - or, covering - of the large window 

ŀǘ ǘƘŀǘ ŜƴŘΦ L ŜƭŀōƻǊŀǘŜ ƛƴ ŘŜǘŀƛƭ ƻƴ ǘƘŜ сǘƘ 5ǳƪŜΩǎ ŎƻƴǎǘǊǳŎǘƛƻƴ ŀƴŘ ǳǎŜ ƻŦ ǘƘŜ ǊƻƻƳ ƛƴ /ƘŀǇǘŜǊ н ōǳǘΣ 

ŀōƻǾŜ ŀƭƭΣ ǿƘŀǘ ƛǎ ŎƭŜŀǊ ŦǊƻƳ ¢ƘƻƳǇǎƻƴΩǎ ƳƛǎŀǇǇǊŜƘŜƴsion is that any interpretation of a built space 

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

 

Lǘ ǿŀǎ ǘƘǊƻǳƎƘ ŀƴ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ ōƻǘƘ ǘƘŜ ŜȄǘŀƴǘ ƘƛǎǘƻǊƛŎ ǎŎŜƴŜǊȅ ǎǘƻǊŜŘ ƻƴ ǘƘŜ ¢ƘŜŀǘǊŜΩǎ ǎǘŀƎŜ ŀƴŘ 

the archival documents that related to it, that theatre historian, David Wilmore, came to recognise in 

нллр ǘƘŜ ōŀǎƛŎ ŎƘǊƻƴƻƭƻƎȅ ƻŦ ǘƘŜ ǎǘŀƎŜΩǎ ŘŜǾŜƭƻǇƳŜƴǘ and the significance of the scenic stock. Though 

ǇǳōƭƛǎƘŜŘ ǘƘǊŜŜ ȅŜŀǊǎ ŀŦǘŜǊ 5ǳŎƘŜǎǎ 5ŜōƻǊŀƘΩǎ ƭŀǘŜǊ ǊŜƳƛƴƛǎŎŜƴŎŜǎΣ ²ƛƭƳƻǊŜΩǎ ŀǊǘƛŎƭŜ ƛƴ Country Life 

ƳŀƎŀȊƛƴŜ Ƙŀǎ ŀǊƎǳŀōƭȅ ƘŀŘ ƳƻǊŜ ōŜŀǊƛƴƎ ƻƴ ǾŀƭǳƛƴƎ ǘƘŜ ǊƻƻƳΩǎ ƘƛǎǘƻǊƛŎŀƭ ǎƛƎƴƛŦƛŎŀƴŎŜ ǘƘŀƴ ǘƘŜ 

5ǳŎƘŜǎǎΩǎ ǘŜstimony (Wilmore 2005). With a background in Victorian stage machinery and historical 

stage functionality (Wilmore 1989, 2025), Wilmore was able to contextualise both the historic scenery 

and painted proscenium arch as rare survivors from the studio of William Hemsley (1850-1918) and 

the existence of the stage itself as compared to contemporaries at Capesthorne Hall, Cheshire, and 

Craig-y-ƴƻǎ ƛƴ tƻǿȅǎΣ ²ŀƭŜǎΦ Lƴ ǎƻ ŘƻƛƴƎΣ ²ƛƭƳƻǊŜ ŎŀǘŜƎƻǊƛŎŀƭƭȅ ǊŜŦǳǘŜŘ ¢ƘƻƳǇǎƻƴΩǎ ƳƛǎŘŀǘƛƴƎ ƻŦ ǘƘŜ 

ǎǘŀƎŜΣ ŀƴȅ ƭƛƴƎŜǊƛƴƎ ŎƻƴŦǳǎƛƻƴ ŘǳŜ ƻƴƭȅ ǘƻ ǘƘŜ ŀǳǘƘƻǊƛǘȅ ¢ƘƻƳǇǎƻƴΩǎ ǘŜȄǘǎ ǎǘƛƭƭ ƘƻƭŘ ƻǾŜǊ /ƘŀǘǎǿƻǊǘƘΩǎ 

history. 

An Important Piece of Research 

²ƛƭƳƻǊŜΩǎ ŀǊǘƛŎƭŜ ŦƻŎǳǎŜǎ ƻƴ ǘƘŜ ƭŀǘŜ-19th-century context of the Theatre and, as such, 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 phase of activity with which the most comprehensive work on 

/ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜ ǘƻ ŘŀǘŜ ŘŜŀƭǎΥ ŀ aŀǎǘŜǊǎ ōȅ wŜǎŜŀǊŎƘ ŘƛǎǎŜǊǘŀǘƛƻƴΣ Private and Amateur 

Theatricals at Chatsworth House, 1880-1914, submitted by David Coates in 2010. Coates included a 

sample of this research 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 

ǘƘŜ ΨƭƻƴƎΩ мфǘƘ ŎŜƴǘǳǊȅΣ ŦǊƻƳ мтуф ǘƻ мфмп (Coates 2017). His ongoing research in this field at the 

University of Warwick makes a significant contribution to the study of historical amateur theatrical 

practices and, as such, is considered more broadly within the Literature Review (1.3.3 Entertainment 

https://www.zotero.org/google-docs/?C1HI5o
https://www.zotero.org/google-docs/?DpGmNh
https://www.zotero.org/google-docs/?ODIpSo
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and 1.3.5 Archives). This section is concerned only with his findings as presented in his 2010 

dissertation. 

 

Lƴ ǎƻƳŜ ǿŀȅǎΣ /ƻŀǘŜǎΩǎ ŘƛǎǎŜǊǘŀǘƛƻƴ ŀŘŘǊŜǎǎŜǎ Ƴŀƴȅ ƻŦ ǘƘŜ ǉǳŜǎǘƛƻƴǎ ǊŀƛǎŜŘ ƛƴ ǘƘŜ LƴǘǊƻŘǳŎǘƛƻƴ ƘŜǊŜΦ 

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. Having rediscovered his dissertation, my research project 

partly evolved in response to what he had covered to avoid duplicating his findings. Therefore, this 

ǘƘŜǎƛǎ ŎƻƳǇƭŜƳŜƴǘǎ /ƻŀǘŜǎΩǎ ǊŜǎŜŀǊŎƘΣ ōǳǘ ƛǘ ŀƭǎƻ ŘŜǾŜƭƻǇǎ ǎƻƳŜ ƻŦ Ƙƛǎ Ǉƻƛƴǘǎ ƻŦ ŜȄǇƭƻǊŀǘƛƻƴ ŀƴŘΣ ƛƴ 

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 collaborative relationship with Chatsworth, permitting 

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

 

IƻǿŜǾŜǊΣ ŀǎ ŀ ǊŜǎǳƭǘ ƻŦ ǘƘƛǎ ǘƘŜǎƛǎ ǎǇŜŀƪƛƴƎ ǘƻ /ƻŀǘŜǎΩǎ нлмл ǿƻǊƪΣ ǘƘŜǊŜ ƛǎ ǎƻƳŜ ƪŜȅ ƛƴŦƻǊƳŀǘƛƻƴ ǘƘŀǘ 

Coates outlines that is useful to be aware of when reading Chapters 3 to 5. I would like to draw a 

ǊŜŀŘŜǊΩǎ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘǿƻ ǇŀǊǘƛŎǳƭŀǊ ŀǎǇŜŎǘǎΥ ǘƘŜ ŦƛǊǎt is the wider culture of amateur performance in 

ǿƘƛŎƘ /ƘŀǘǎǿƻǊǘƘΩǎ муфлǎ ǎǘŀƎŜ ǿŀǎ ƛƴǎǘŀƭƭŜŘΣ ŀƴŘ ǘƘŜ ǎŜŎƻƴŘ ƛǎ ƻƴŜ ƻŦ ǘƘŜ ƪŜȅ ǇŜƻǇƭŜ ƛƴǾƻƭǾŜŘ ƛƴ ǘƘŜ 

productions produced thereon. 

 

Addressing the first point, Coates locates the high-status Chatsworth theatricals in a wider, but local 

context of visual and entertainment culture and amateur performance (2010, 31-47). 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, one-act plays. Penny 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 acquaintances for the 

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

ǇƭŀŎŜ ƛƴ ǘƘŜ /ŀǊǊƛŀƎŜ IƻǳǎŜ ƛƴ ǘƘŜ /ƘŀǘǎǿƻǊǘƘ ǎǘŀōƭŜ ōƭƻŎƪ ƛƴ ǘƘŜ муулǎ ŀƴŘ ΨфлǎΣ ƛƴŎƭǳŘƛƴƎ Ǉƭŀȅǎ ǎǘŀƎŜŘ 

by nieces and nephews of the 8th Duke, 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 

ōȅ ŀ ōǊƻŀŘ ǊŀƴƎŜ ƻŦ ƭƻŎŀƭ ǎƻŎƛŜǘȅΣ ƛƴ ǿƘƛŎƘ ǘƘŜ ǘƘŜŀǘǊƛŎŀƭǎ ƛƴ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜ Ŏan arguably be seen 

to belong. 

 

https://www.zotero.org/google-docs/?EiTbmh
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The second aspect of Coates research I wish to highlight here is the role of Leo Trevor in the 

ƳŀƴŀƎŜƳŜƴǘ ŀƴŘ ǇŜǊŦƻǊƳŀƴŎŜ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊƛŎŀƭǎ ŦǊƻƳ муфс ǘƻ мфлтΦ Lƴ /ƘŀǇǘŜǊ оΣ L ŘƛǎŎǳǎǎ 

¢ǊŜǾƻǊ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ƴǳŀƴŎŜŘ ƴŜǘǿƻǊƪ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘrical management in this period which 

complicates the ways in which country house and estate life are so often presented. However, since 

Ƴȅ ǊŜǎŜŀǊŎƘ ƛǎ ƳƻǊŜ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ǾƻƛŎŜǎ ŦǊƻƳ /ƘŀǘǎǿƻǊǘƘΩǎ ƻǿƴ ǎǘŀŦŦ ŀƴŘ ŜǎǘŀǘŜ - and since Coates 

has already written ŀōƻǳǘ ¢ǊŜǾƻǊΩǎ ǊƻƭŜ ƛƴ ǎƻƳŜ ŘŜǇǘƘ - I do not discuss him in detail. Therefore, here 

L ǎǳƳƳŀǊƛǎŜ /ƻŀǘŜǎΩǎ ŦƛƴŘƛƴƎǎ ƻƴ ¢ǊŜǾƻǊΣ ōȅ ǿŀȅ ƻŦ ŀƴ ƛƴǘǊƻŘǳŎǘƛƻƴ ǘƻ ƘƛƳΦ 

 

In many ways, Trevor can be seen as a semi-professional playwright of the period, as well as the chief 

ƻǊƎŀƴƛǎŜǊ ƻŦ ǘƘŜ ǇŜǊŦƻǊƳŜǊǎ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊƛŎŀƭǎ - and private theatricals in other venues. His 

play, Doctor Johnson, premiered 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 stage (Coates 2010, 90-91)Φ Lǘ ƛǎ ƛƴ ƴƻ ǎƳŀƭƭ ǇŀǊǘ ǘƘŀƴƪǎ ǘƻ ¢ǊŜǾƻǊΩǎ ƻǿƴ ǇǳōƭƛǎƘŜŘ 

ǊŜŎƻƭƭŜŎǘƛƻƴǎ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊƛŎŀƭǎ ǘƘŀǘ /ƻŀǘŜǎ ǿŀǎ ŀōƭŜ ǘƻ ǇǊƻǾƛŘŜ ŀƴ ƻǳǘƭƛƴŜ ƻŦ ǘƘŜƛǊ 

undertaking, and the anecdotes included therein remain potent for the detail and colour they provide 

(Trevor 1898, 1903)Φ CƻǊ Ƙƛǎ ǊƻƭŜ ƛƴ ƻǊƎŀƴƛǎƛƴƎ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊƛŎŀƭǎΣ /ƻŀǘŜǎ ŎǊŜŘƛǘǎ ¢ǊŜǾƻǊ ŀǎ ŀƪƛƴ 

to an actor-ƳŀƴŀƎŜǊΣ ƻǾŜǊǎŜŜƛƴƎ ǘƘŜ ǎŜƭŜŎǘƛƻƴΣ ŎŀǎǘƛƴƎ ŀƴŘ ǊŜƘŜŀǊǎŀƭ ƻŦ ǘƘŜ ǇǊƻƎǊŀƳƳŜΣ ŀƴŘ ¢ǊŜǾƻǊΩǎ 

published writings support this view. He was also a regular performer in the same programme, and 

newspaper accounts testify to his role providing a comic counterpoint to the more traditionally 

dramatic performances of his female co-stars. By tracing their points of professional intersection, 

Coates proposes that Trevor was responsible for bringing in the stage manager, Alexander Stuart, to 

ƻǾŜǊǎŜŜ ǘƘŜ ƳƻǊŜ ǇǊŀŎǘƛŎŀƭ ŀǎǇŜŎǘǎ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊƛŎŀƭǎΣ ŀƴŘ ƛǘ ƛǎ ƻƴ ǘƘƛǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǘƘŀǘ ǇŀǊǘ 

of Chapter 3 of this thesis expounds. 

 

/ƻŀǘŜǎΩǎ aŀǎǘŜǊǎ ŘƛǎǎŜǊǘŀǘƛƻƴ ŎƻǾŜǊǎ ǎƛƎƴƛŦƛŎŀƴǘ ƎǊƻǳƴŘ ƻƴ ǘƘŜ ǘƻǇƛŎ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊƛŎŀƭǎ ƛƴ ǘƘŜ 

муфлǎ ŀƴŘ мфллǎΣ ŀƴŘ ƛǎ ǊŜŎƻƳƳŜƴŘŜŘ ŀǎ ŀ ǳǎŜŦǳƭ ǊŜǎƻǳǊŎŜ ƻƴ ǘƘŜ ǎǳōƧŜŎǘ ŀƭƻƴƎǎƛŘŜ ²ƛƭƳƻǊŜΩǎ нллр 

ŀǊǘƛŎƭŜΦ IƻǿŜǾŜǊΣ ǘƘƛǎ ŦƻŎǳǎ ƻƴ ǘƘŜ ¢ƘŜŀǘǊŜΩǎ ±ƛŎǘƻǊƛŀƴκ9ŘǿŀǊŘƛŀƴ ŎƻƴǘŜȄǘ ƻǾŜǊǎƘŀŘƻǿǎ ǘƘŜ ǊƻƻƳΩǎ 

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 ThƻƳǇǎƻƴ ŀƴŘ ǊŜƛƴŦƻǊŎŜŘ ōȅ ǎǳōǎŜǉǳŜƴǘ ǘŜȄǘǎΣ ŀǎ ƻǳǘƭƛƴŜŘ ŀōƻǾŜΦ ¢ƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ¢ƘŜŀǘǊŜΩǎ 

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, their family and aristocratic guests, there 

remain significant gaps in the late-19th-century research presented by both scholars, not least a 

https://www.zotero.org/google-docs/?PJ35P6
https://www.zotero.org/google-docs/?QqFyWM
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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. 

 

! ƪŜȅ ŘƛǎǘƛƴŎǘƛƻƴ ōŜǘǿŜŜƴ /ƻŀǘŜǎΩǎ ŀǇǇǊƻŀŎƘ ŀƴŘ ǘƘŜ ƻƴŜ ǘŀƪŜƴ ƘŜǊŜ ƛǎ ǇŜǊƘŀǇǎ ōŜǎǘ ŀǊǘƛŎǳƭŀǘŜŘ ōȅ 

ǊŜŦŜǊŜƴŎŜ ǘƻ ƻǳǊ ǊŜǎǇŜŎǘƛǾŜ ŘƛǎŎƛǇƭƛƴŜǎΣ ŀƭōŜƛǘ ŀŎƪƴƻǿƭŜŘƎƛƴƎ ǘƘŜ ǇƻǊƻǳǎƴŜǎǎ ƻŦ ōƻǘƘΦ ²ƘƛƭŜ /ƻŀǘŜǎΩǎ 

work is rooted in Theatre History, with an historiography broadly 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 histories and narratives. As such, and influenced by the availability of material in the 

ŀǊŎƘƛǾŜ ŀǘ /ƘŀǘǎǿƻǊǘƘ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ŎƻƴǘŜƴǘ ƻŦ /ƻŀǘŜǎΩǎ ǊŜǎŜŀǊŎƘΣ ǘƘƛǎ ǘƘŜǎƛǎ ŘƻŜǎ ƴƻǘ ƛƴ ǘƘŜ Ƴŀƛƴ 

consider any onstage action - ie. the repertoire, the players, or the processes 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 mentioned - that bear elaborating on. Charades, tableaux vivants 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 practice - or evolved beyond recognition. It would 

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

and offstage. 

1.2.3 Charades, Tableaux Vivants and Private Theatricals 

As mentioned at the end of the previous subsection, charades, tableaux vivants and private theatricals 

were all variously employed as forms of performance entertainment in country houses throughout 

the 19th century, including at Chatsworth - both in the Theatre and elsewhere in the House. The main 

body of this thesis is not concerned with 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 constituting only part of that use. However, the discussions and arguments put forth 

are predicated on a general understanding of charades, tableaux vivants and 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 draw from - basic knowledge of these performance forms and their possible 

scope of demands on human, spatial and material resources 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 of in-depth academic articles 
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that problematise individual case studies.3 Furthermore, as I 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, I venture that it is helpful for a 

reader to be equipped with a similar level of understanding as I am to know what knowledge-base I 

am drawing from. However, with only the scantest scholarly resources 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 reference 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 turn - and in completion - by the remaining party, are a shadow of their 

19th-ŎŜƴǘǳǊȅ ŦƻǊŜōŜŀǊΦ CǊƻƳ ǘƘŜ муолǎΣ ƻǊ ǘƘŜǊŜŀōƻǳǘǎΣ ΨŀŎǘŜŘ ŎƘŀǊŀŘŜǎΩ ōŜŎŀƳŜ ƛƴŎǊŜŀǎƛƴƎƭȅ ǇƻǇǳƭŀǊ 

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 number of players taking 

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 

ŀǎΣ Ψŀ ƘȅōǊƛŘ ŦƻǊƳ ǘƘŀǘ ƛƴŎƻǊǇƻǊŀǘŜŘ ŜƭŜƳŜƴǘǎ ƻŦ ŘǊŀƳŀ ŀƴŘ ƎŀƳŜΩ (2002, 32) and this is exemplified 

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 a pre-scripted 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 raised stage and its attendant 

fittings may not be available to all its readers, in which case, 

ΨώǘϐƘŜ ōŜǎǘ ŀƭǘŜǊƴŀǘƛǾŜ ǿƛƭƭ ōŜ ƛƴ ŀƴ ŀǊǊŀƴƎŜƳŜƴǘ ƻŦ ƳƻǊŜŜƴ ƻǊ ǿƻƻƭƭŜƴ ŎǳǊǘŀƛƴǎ ŦƻǊ ǘƘŜ 

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. The back scene 

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

https://www.zotero.org/google-docs/?69E4ny
https://www.zotero.org/google-docs/?2goTew
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may be formed by other curtains, to open in the centre and at each side, or more simply 

ōȅ ǘǿƻ ƭŀǊƎŜ ǎŎǊŜŜƴǎΣ ǘƘŜ ƭŀǎǘ ŦƻƭŘǎ ƻŦ ǿƘƛŎƘ ǿƛƭƭ ƳŀƪŜ ŎŀǇƛǘŀƭ ŎŜƴǘǊŜ ŘƻƻǊǎΦΩ (Pickering 

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 curtains is explained by the cautionary relaying of an incident 

ƛƴ ǿƘƛŎƘ ŀ ƎŀǳȊŜ ŎǳǊǘŀƛƴ ŎŀǳƎƘǘ ŦƛǊŜ ŘǳǊƛƴƎ ŎƘŀǊŀŘŜǎ ŀǘ ǘƘŜ !ǳǎǘǊƛŀƴ !ƳōŀǎǎŀŘƻǊΩǎ ŜƴǘŜǊǘŀƛƴƳŜƴǘΦ 

¢ƘƻǳƎƘ ǘƘŜ ǿǊƛǘŜǊ ǎǘŀǘŜǎ ǘƘŀǘ ǘƘƛǎ ǿŀǎ ŎŀǳǎŜŘ ōȅ ŀ ŘǊŀǳƎƘǘ ōƭƻǿƛƴƎ ǘƘŜ ŎǳǊǘŀƛƴ ŀƎŀƛƴǎǘ Ψŀƴ ŀŘƧŀŎŜƴǘ 

chandŜƭƛŜǊΩ όƛōƛŘΦύΣ ƛǘ ōŜƎǎ ǘƘŜ ǉǳŜǎǘƛƻƴ ŀǎ ǘƻ ǘƘŜ ǎƻǊǘ ƻŦ ƭƛƎƘǘƛƴƎ ǘƘŀǘ ǿŀǎ ǳǎŜŘ ƛƴ ŎƘŀǊŀŘŜǎ ŀƴŘ ǘƘŜ 

extent to which the performance of charades borrowed conventions of the public stage. Certainly, the 

advice given above alludes to a preference for a formal theatrical set-up with a raised stage, a 

ΨǇǊƻǎŎŜƴƛǳƳΩ ŀƴŘ ŎǳǊǘŀƛƴǎ ŀǾŀƛƭŀōƭŜ ǘƻ ǊŜǾŜŀƭ ŜŀŎƘ ǎŎŜƴŜ ŀƴŘ ƘƛŘŜ ǎŎŜƴŜ ŎƘŀƴƎŜǎΦ 

 

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 involved. In his privately-published Handbook of 

Chatsworth and Hardwick, for example, in reference to the Drawing-Room, the Duke states that, 

ΨώƘϐŜǊŜ ǿŜǊŜ ŀŎǘŜŘ ƴǳƳŜǊƻǳǎ ŎƘŀǊŀŘŜǎΥ ǎƻƳŜǘƛƳŜǎ ǘƘŜƛǊ ǘƘŜŀǘǊƛŎŀƭ ŎǳǊǘŀƛƴ ǊŜƳŀƛƴŜŘ ǎǳǎǇŜƴŘŜŘ ƻǾŜǊ 

the table at which wŜ ŘƛƴŜŘΩ (Cavendish 1844, 53). This account not only suggests that a curtain was 

deemed a necessary part of the set-up 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, however - explored in depth in Chapter 2 - offered 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 occasion of cƘŀǊŀŘŜǎΣ ŎƻƴŦƻǊƳƛƴƎ ǘƻ ǘƘŜ ŀōƻǾŜ ǿǊƛǘŜǊΩǎ 

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 

ŘƛŀǊƛŜǎ ǿŀǘŎƘƛƴƎ ǘƘŜ ŎƘŀǊŀŘŜ ƻŦ ΨYŜƴƛƭǿƻǊǘƘΩ ŀǘ /ƘŀǘǎǿƻǊǘƘ in 1832, and included a watercolour sketch 

ƻŦ ǘƘŜ ŜǾŜƴǘ όŦƛƎΦ мΦпύΦ ²Ƙŀǘ ǎƘŜ ŘŜǎŎǊƛōŜǎ ŀǎ ΨǊŜƎǳƭŀǊ ŎƻǎǘǳƳŜǎΩ όw! ±L/κa!Lbκv±WκнΤ нлǘƘ hŎǘƻōŜǊ 

1832) appear from her illustration to include a number of features of historical dress (for example, the 

men are wearing 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 1830s (Edwards 2019, 80)). 

https://www.zotero.org/google-docs/?bHLbfL
https://www.zotero.org/google-docs/?bHLbfL
https://www.zotero.org/google-docs/?w8HQbl
https://www.zotero.org/google-docs/?l2Bniq
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Meanwhile, with regard to stage properties, the Duke recalled the unfortunate circumstances 

ǎǳǊǊƻǳƴŘƛƴƎ ǘƘŜ ŘŀƳŀƎŜ ǘƻ ƻƴŜ ƻŦ Ƙƛǎ ǎŎǳƭǇǘǳǊŜǎ ŦǊƻƳ ŀ ǊŜƘŜŀǊǎŀƭ ƻŦ ǘƘŜ ǎŀƳŜ ŎƘŀǊŀŘŜΥ Ψ/ŜǊǘŀƛƴ ŀŎǘƻǊǎ 

of charades, classically desirous of illustrating the syllable Nile in Kenilworth, knocked off a horn, and 

ŘŀƳŀƎŜŘ ǎƻƳŜ ƻǘƘŜǊ ǇŀǊǘΤ ŀƴŘ ƛƴ ǾŀƛƴΣ ǘƘŜ DƻŘǎ ōŜƛƴƎ ŦƻǳƴŘ ǘƻƻ ƘŜŀǾȅ ǘƻ Ǝƻ ƛƴ ǇǊƻŎŜǎǎƛƻƴΩ (Cavendish 

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 formed the robe and moss the headdress 

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

 

 

CƛƎǳǊŜ мΦп ²ŀǘŜǊŎƻƭƻǳǊ ǎƪŜǘŎƘ ƻŦ Ψ[ŀǎǘ ǎŎŜƴŜ ƻŦ ǘƘŜ ŎƘŀǊŀŘŜ ŀǘ /ƘŀǘǎǿƻǊǘƘΣ YŜƴƛƭǿƻǊǘƘΩ ōȅ tǊƛƴŎŜǎǎ ±ƛŎǘƻǊƛŀΣ 

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

loosely from the 16th century, and contemporary 19th-century clothing. Image: Royal Collection Trust RCIN 

980015.ap. 

 

Taken together, these accounts suggest that costumes and properties were improvised on an ad hoc 

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

historical costumes, at least, were hired in or sourced from elsewhere. While the upper-class guests 

https://www.zotero.org/google-docs/?5PBdaI
https://www.zotero.org/google-docs/?5PBdaI
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may have believed the staging of charades to be a light-hearted, last-ƳƛƴǳǘŜ ŘŜŎƛǎƛƻƴ ό/{сκпмрн ΨǘƘƛǎ 

ŎƘŀǊŀŘŜ ƘŀǾƛƴƎ ƻƴƭȅ ōŜŜƴ ǘƘƻǳƎƘǘ ƻŦ ǘƘŜ Řŀȅ ōŜŦƻǊŜΩύΣ ǊŜŎƻǊŘǎ ǊŜŦƭŜŎǘ ǘƘŜ ŎƻƴǎƛŘŜǊŜŘ ŜŦŦƻǊǘǎ ŀƴŘ 

anticipations of behind-the-scenes actors: the stage for the 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 Kenilworth charade, the lights illuminating the waterworks in the gardens - visible from the 

room in which the charade took place - changed colour between each scene (DF4/2/1/12; 20th 

October), indicating forethought and meticulous planning, and implicating the strong hand of a 

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

 

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

ǇǊƻŘǳŎǘƛƻƴ ǾŀƭǳŜǎ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ŎƘŀǊŀŘŜǎ ǘƻƻƪ ǇƭŀŎŜ ŀǘ ǘƘŜ ŦŀǊ ŜƴŘ ƻŦ ŀ ǎǇŜŎǘǊǳƳ ƻŦ ǇƻǎǎƛōƛƭƛǘȅΦ !ǘ 

Chatsworth, financial, human and spatial (especially from 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 and complicated light display to accompany the 1832 charade - an arrangement in 

ŎƻƴǘǊŀǎǘ ǘƻ ǘƘŜ ƭŜǾƛǘȅ ƳƻǊŜ ŎƻƳƳƻƴƭȅ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ мфǘƘ ŎŜƴǘǳǊȅ ΨŀŎǘŜŘ ŎƘŀǊŀŘŜǎΩΦ 

Tableaux Vivants 

¢ǊŀƴǎƭŀǘŜŘ ŦǊƻƳ ǘƘŜ CǊŜƴŎƘ ŀǎ ΨƭƛǾƛƴƎ ǇƛŎǘǳǊŜǎΩΣ tableaux vivants (singular tableau vivant) involved the 

arrangement of bodies and stage properties to imitate or embody artistic, literary, biblical, historical 

or mythological scenes (Campbell 2019, 135; Jordan 2019). As 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 concept of tableaux remains 

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

be afforded something of an afterlife through the fixed-image capture of studio photography (Weiss 

2008)Φ !ǊƎǳŀōƭȅΣ ǘƘƛǎ Ƙŀǎ ǊŜǎǳƭǘŜŘ ƛƴ ŀƴ ǳƴŦƻǊǘǳƴŀǘŜ ŜƳǇƘŀǎƛǎ ƻƴ ǘƘŜ ΨǇƛŎǘǳǊŜΩ ŜƭŜƳŜƴǘ ƻŦ tableaux 

ŀƴŘ ƻǾŜǊǊƛŘŘŜƴ ǘƘŜ ΨƭƛǾƛƴƎΩ ŀǎǇŜŎǘ - ƻǊΣ ŀǎ IŀƴƴŀƘ WƻǊŘŀƴ Ƙŀǎ ŀǊǘƛŎǳƭŀǘŜŘΣ ǘƘŜ ΨŘǳǊŀǘƛƻƴŀƭ ŘȅƴŀƳƛŎ 

ōŜǘǿŜŜƴ ǇŜǊŦƻǊƳŜǊ ŀƴŘ ǎǇŜŎǘŀǘƻǊΩ (2019, 93). Understanding the practical demands of tableaux can 

go some way to redressing this imbalance. 

 

According to a how-to guide from 1882, tableaux should take place on a raised stage - at a height 

ǎǇŜŎƛŦƛŎŀƭƭȅΣ Ψŀǎ ƴŜŀǊƭȅ ŀǎ ǇƻǎǎƛōƭŜ ƭŜǾŜƭ ǿƛǘƘ ǘƘŜ ŜȅŜ ƻŦ ǘƘŜ ǎǇŜŎǘŀǘƻǊΩ (Harrison 1882, 113). They 

employed many of the same costuming, set-dressing and make-up techniques as putting on a scripted 

https://www.zotero.org/google-docs/?6TpZ5L
https://www.zotero.org/google-docs/?ZHLGtl
https://www.zotero.org/google-docs/?ZHLGtl
https://www.zotero.org/google-docs/?blIlYn
https://www.zotero.org/google-docs/?sgmryw
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play, and an audience could be arranged, likewise, in the same way - the guide suggests rows of seats 

ǇŀǊŀƭƭŜƭ ǘƻ ǘƘŜ ǎǘŀƎŜΦ wŜƭȅƛƴƎ ƻƴ ǘƘŜ ŎƻƳƳǳƴƛŎŀǘƛƻƴ ƻŦ ŀ ΨǎƘŀǊŜŘ ŎǳƭǘǳǊŀƭ ǊŜǇŜǊǘƻƛǊŜΩ (Campbell 2019, 

135), the posing of the bodies and the arrangement of the scene through stage furniture and 

ǇǊƻǇŜǊǘƛŜǎ ǿŀǎ ǎƛƴƎǳƭŀǊƭȅ ƛƳǇƻǊǘŀƴǘΣ ΨŀƴŘ ǎƘƻǳƭŘ ōŜ ǊŜƘŜŀǊǎŜŘ ŀ ŦŜǿ ǘƛƳŜǎ ōŜŦƻǊŜ ǘƘŜ ŜǾŜƴƛƴƎ ƻŦ 

ǇǊƻŘǳŎǘƛƻƴΩ (Harrison 1882, 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 scene - quite separate to a 

proscenium arch which typically framed a theatre stage - in order to convey the pictorial impact of a 

tableau ŀƴŘ ǘƻ ƎǳƛŘŜ ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ ŜȅŜΦ IƻǿŜǾŜǊΣ ŀ ŦŜŀǘǳǊŜ ǘƘŀǘ ǘǊǳƭȅ ǎŜǘ мфǘƘ-century tableaux apart 

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 importance of ensuring that the choice of costume and 

application of make-up worked in tandem with the use of the light (Harrison 1882, 116). In a 

programme of entertainment, tableaux were 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 bottom - a device which keeps an image on the cloth 

ǎǘŀǘƛŎ ǳƴǘƛƭ ƛǘ ƛǎ ǊƻƭƭŜŘ ŀǿŀȅ ŀƴŘ ǿƘƛŎƘΣ ǇǊŜǎǳƳŀōƭȅΣ ŘƻŜǎ ƴƻǘ ƭŜŀŘ ŀƴ ŀǳŘƛŜƴŎŜΩǎ ŜȅŜ ŀǿŀȅ ŦǊƻƳ ǘƘŜ 

scene behind it (see Southern 1937, 108 for technicalities). Tellingly, 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: light 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 Chatsworth, tableaux featured 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 1896 - a feature that had only very recently 

been adopted even by commercial theatres (Stoker 1911, 908; see Appendix B). While tried-and-true 

ƭƛƳŜƭƛƎƘǘ ǿŀǎ ǳǎŜŘ ŦƻǊ ŎƘƛƭŘǊŜƴΩǎ tableaux on 31st December 1896 (DE/CH/3/3/79) - a medium not 

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

of the Chatsworth estate, prompted the purchase of specialist, tableaux lights. On this occasion, 

ŀŘǾƛŎŜ ǿŀǎ ǇǊƻǾƛŘŜŘ ǘƻ /ƘŀǘǎǿƻǊǘƘΩǎ ǘǊǳǎǘŜŘ ƭƛƎƘǘƛƴƎ ǎǳǇǇƭƛŜǊǎ ōȅ ǘƘŜ ŎƘƛŜŦ ŜƭŜŎǘǊƛŎƛŀƴ ŀǘ ǘƘŜ tŀƭŀŎŜ 

Theatre in London - a venue known for its commercially-successful tableaux ό59κ/Iκнκмκму Ψ5ǊŀƪŜΩύΦ 

The same source of advice recommended a frame for the performance, behind which the operators 

could sit to manipulate the lights. Though nothing matching that description appears in the archived 

https://www.zotero.org/google-docs/?qUWld5
https://www.zotero.org/google-docs/?qUWld5
https://www.zotero.org/google-docs/?YmsPVo
https://www.zotero.org/google-docs/?u4uKuD
https://www.zotero.org/google-docs/?xzac0q
https://www.zotero.org/google-docs/?x4oV9A
https://www.zotero.org/google-docs/?x4oV9A
https://www.zotero.org/google-docs/?x4oV9A
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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 

ǇŀƛƴǘŜŘ ΨǇǊƻǎŎŜƴƛǳƳ ōƻǊŘŜǊΩ ŀƴŘ ŀ ŎŀƴǾŀǎ ΨǿŀƭƭΩ ƛƴ ǘƛme for the tableaux in May 1897 (DE/CH/3/3/79). 

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 of tableaux ƻƴ ŀ ΨǎƘŀǊŜŘ ŎǳƭǘǳǊŀƭ ǊŜǇŜǊǘƻƛǊŜΩ (Campbell 2019, 135) takes on a particularly 

self-ǊŜŦŜǊŜƴǘƛŀƭ ǘƻƴŜ ƛƴ ƻƴŜ ŜȄŀƳǇƭŜ ŦǊƻƳ /ƘŀǘǎǿƻǊǘƘΩǎ ȅŜŀǊǎ ƻŦ ǇǊƻŘǳŎǘƛƻƴǎ ŦǊƻƳ муфс ǘƻ мфлт 

(Appendix C). During the programme of entertainment in January 1904, the three Acheson sisters - 

granddaughters of Duchess Louise from her previous marriage (Appendix A) - took to the stage to 

recreate in tableau a 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 painting, undertaken 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 is depicted reaching up into the branches 

of the tree to take an orange. Rather than seeking fidelity in the recreation of this painting, the success 

of the tableau ǊŜƭƛŜŘ ƻƴ ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ ƪƴƻǿƭŜŘƎŜ ƻŦ ǘƘŜ ƛƳŀƎŜ ōȅ ǊŜŎŀǎǘƛƴƎ ǘƘŜ ŎŜƴǘǊŀƭ ǳǊƴ ǘƻ ŎƻƳƛŎ 

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 marmalade, made readily identifiable 

by its label alluding to a well-known firm. The tableau was accompanied by its humorous title: 

Ψ{ŀǊƎŜƴǘΩǎ tǊŜǎŜǊǾŜǎΩΦ 

 

/ŀƳǇōŜƭƭ ŀǎǎŜǊǘǎ ǘƘŀǘΣ Ψώŀϐǎ ŀ ƎŜƴǊŜΣ ǘƘŜ tableau is conducive to the creation of a sense of community 

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

ŎƻƴǘŜȄǘΩ (2019, 137)Φ Lƴ /ƘŀǇǘŜǊ рΣ L ŜȄǇƭƻǊŜ ǘƘŜ ŀǳŘƛŜƴŎŜ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊƛŎŀƭǎ ƛƴ ǘƘƛǎ ǇŜǊƛƻŘ ƛƴ 

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 invited audience may well have been 

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

ŀǳŘƛŜƴŎŜ ŜƴƎŀƎŜŘ ǿƛǘƘ ǘƘŜ ǎŀƳŜ ŎǳƭǘǳǊŀƭ ǎǇƘŜǊŜ ƛǎ ƻǇŜƴ ǘƻ ǉǳŜǎǘƛƻƴΦ ¢ƘŜ !ŎƘŜǎƻƴ ǎƛǎǘŜǊǎΩ tableau was 

not included in the printed programme (UNM Wr D 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 

ŜȄŀƳǇƭŜ ǎŜǊǾŜǎ ǘƻ ǇǊƻōƭŜƳŀǘƛǎŜ /ŀƳǇōŜƭƭΩǎ ŀǎǎŜǊǘƛƻƴ ŀƴŘ ƛƭƭǳǎǘǊŀǘŜ ǘƘŀǘ ǊŜƭƛŀƴŎŜ ƻƴ ŀ ΨǎƘŀǊŜŘ ŎǳƭǘǳǊŀƭ 

ǊŜǇŜǊǘƻƛǊŜΩ ǘƻ ŎǊŜŀǘŜ Ψŀ ǎŜƴǎŜ ƻŦ ŎƻƳƳǳƴƛǘȅΩ ŀƭǎƻ ǊƛǎƪŜŘ ǊŜƛƴŦƻǊŎƛƴƎ ŜȄŎƭǳǎƛǾƛǘȅ ŀƴŘ ǎǇƭƛƴǘŜǊƛƴƎ ǘƘŜ 

https://www.zotero.org/google-docs/?XnSwVb
https://www.zotero.org/google-docs/?DGb6uv
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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 charades and tableaux vivants describe specific modes of performance, the 19th century 

ǿƛǘƴŜǎǎŜŘ ǘƘŜ ŜǾƻƭǳǘƛƻƴ ƻŦ ǘƘŜ ǘŜǊƳ ΨǇǊƛǾŀǘŜ ǘƘŜŀǘǊƛŎŀƭǎΩ ƛƴ ǘƘŜ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ŎƻƴǘŜȄǘ ŦǊƻƳ ŘŜǎŎǊƛōƛƴƎ 

solely the performance of a scripted play to a diverse programme of different modes of performance, 

as I discuss further in the Literature Review (1.3.3 Entertainment).4 By the end of the 19th century, an 

evening of private theatricals could encompass tableaux, 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 other forms 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 broadly maintained a higher public 

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

many more column inches in local - and sometimes national - newspapers. This enduring public record 

ƛǎ ǇŀǊǘƭȅ ǿƘȅ ΨǇǊƛǾŀǘŜ ǘƘŜŀǘǊƛŎŀƭǎΩ ǊŜƳŀƛƴǎ ŀƭƳƻǎǘ ǎȅƴƻƴȅƳƻǳǎ ǿƛǘƘ ǘƘŜ ŘƻƳŜǎǘƛŎŀƭƭȅ-performed 

scripted play in academic historiography and which commands an entire field of scholarly attention. I 

discuss this historiography in the Literature Review, so the inclusion of private theatricals here 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 three-act melodramas set in multiple locations to one-act comedies taking place in a 

single room. Plays written specifically for private performance became increasingly popular and 

accessible in the last quarter of the 19th century, often catering to smaller cast sizes, limited playing 

ǎǇŀŎŜǎ ŀƴŘ ŘƻƳŜǎǘƛŎ ǘŜŎƘƴƻƭƻƎƛŎŀƭ ŎŀǇŀōƛƭƛǘȅΦ ²ǊƛǘƛƴƎ ƛƴ муфуΣ ǘƘŜ ǊŜƎǳƭŀǊ ǇŜǊŦƻǊƳŜǊ ƛƴ /ƘŀǘǎǿƻǊǘƘΩǎ 

theatricals, Leo Trevor, opined the improvements made in country house plays over the previous 30 

ȅŜŀǊǎ ōȅ ǾƛǊǘǳŜ ƻŦ ǘƘŜƛǊ ǎƘƻǊǘŜƴƛƴƎ ŀƴŘ ŎƻƴǎŜǉǳŜƴǘ άǎǳƛǘŀōƛƭƛǘȅέ ŦƻǊ ǇŜǊŦƻǊƳŀƴŎŜ ƻƴ ǎƳŀƭƭ ǎǘŀƎŜǎ ƛƴ 

drawing room settings (Trevor 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 recalled the Prince 

 
4 Private theatrical performances were also staged in private, urban theatres in the 19th century (Coates 

2017), so I am specifically referring only to the country house context. 

https://www.zotero.org/google-docs/?ldzojE
https://www.zotero.org/google-docs/?zN3otW
https://www.zotero.org/google-docs/?zN3otW
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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 this instance, the performer reprised her role to 

ŀŎŎƭŀƛƳΦ ¢ƘŜ ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ Ǉƭŀȅ ǘƻ ƻƴŜΩǎ ǎǘǊŜƴƎǘƘǎ ŀƴŘ ōŜ ƴƻǘƛŎŜŘ - and noted - by members of the 

high-ǇǊƻŦƛƭŜ ŀǳŘƛŜƴŎŜ ǘƘŜǊŜŦƻǊŜ ƘŀŘ ǘƘŜ ǇƻǘŜƴǘƛŀƭ ǘƻ ƛƳǇŀŎǘ ƻƴŜΩǎ ǎƻŎƛŀƭ ǎǘŀƴŘƛƴƎΦ 

 

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, undertaking rehearsals and managing undesirable longueurs 

in the action, to building and painting scenery and arranging it appropriately (An Old Stager [Anon.] 

1875; Pollock and Pollock 1879; Harrison 1882; Neil 1904; Southern 1937). Such was the broad 

intended readership of these volumes, and wide-ranging 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 playing area of some kind - whether a raised stage or a flat area of floor 

made distinct by the construction of a proscenium arch - was desirable; a raised stage was usually a 

temporary construction, perhaps modest in scale at eight feet by six (Trevor 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 theatrical tools 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 sphere. 

Neither is the labour required to mount a play short-changed, the highly-practical nature of these 

guides both implicitly crediting behind-the-scenes work and explicitly foregrounding the importance 

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

on a play had a plethora of advice and guidance, and a range of readily-accessible resources at their 

disposal (Meeuwis 2012). 

 

As with charades and tableaux vivants, the 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 spectrum of 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 

https://www.zotero.org/google-docs/?u0A3Xn
https://www.zotero.org/google-docs/?u0A3Xn
https://www.zotero.org/google-docs/?4AKUUY
https://www.zotero.org/google-docs/?df4rCC
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installed - and the room transformed - to better display the performance of scripted plays. Reflecting 

on his experience of performing in a range of country houses, Leo Trevor noted,  

ΨhŦ ŎƻǳǊǎŜ ƛƴ ǾŜǊȅ ƭŀǊƎŜ ƘƻǳǎŜǎ ǎǳŎƘ ŀǎ /ƘŀǘǎǿƻǊǘƘΣ /ǊŀƛƎ-y-Nos, West Dean, or Tranby 

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 where properties 

and furniture are of the best, the amateur is in clover, and really gets a fair chance of 

ǎƘƻǿƛƴƎ ǿƘŀǘ ƘŜ Ŏŀƴ ŘƻΩ (1898, 280-281) 

.ȅ ǾƛǊǘǳŜ ƻŦ ǘƘŜ ƛƴǾŜǎǘƳŜƴǘ ƳŀŘŜ ƛƴ ǘƘŜ ƛƴǎǘŀƭƭŀǘƛƻƴ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜΣ ƛǘǎ ǇǊƻŘǳŎǘƛƻƴǎΣ ǘƘŜƴΣ 

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: charades, tableaux vivants and 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 presented 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 references made to them. Therefore, the intention 

has been to furnish a reader with a similar contextual knowledge-base 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 that became 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 2 to 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 in country houses that this thesis sits, and it 

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

  

https://www.zotero.org/google-docs/?ss6ogc
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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, I bring 

into the historic account individuals from a variety of 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 nearby - either on the 

estate or beyond the demesne - let alone those individuals who brought skills and services to the 

house from further afield (Finch and Giles (Eds) 2007). As 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 boundary 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 particularly acute in 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 of 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 private/public, to form a broad 

cultural practice within which networks of people moved and operated. Yet, studies of private 

theatricals have broadly maintained a text-based or performance focus, scrutinising repertoire or 

performers, and rarely considering the spaces 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 engender a richer, 

deeper conversation between and across both scholarly fields. 

 

There are real-world implications to working interdisciplinarily in this way, not least for curatorial 

decision-making at historic houses that are open to the public. As I have already discussed, 

/ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜ ƛǎ ǇǊŜǎŜƴǘŜŘ ŀǎ ŀƴ ƻǳǘƭƛŜǊΣ ōƻǘƘ ƛƴ ƛǘǎ physical appearance and approach - at the 

https://www.zotero.org/google-docs/?c5bO92
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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 I will elaborate on, here, at a number of properties open to the public, 

evidence of private performance practices has been turned 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 

evidenced by 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 decorative arts (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 practices - from 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 house - a perspective that is central to the foundation 

of a buildings archaeological approach that this thesis 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 sections. 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 ambitions of 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 houses since 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 groups 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 1985) - a lens through and against which 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).5  

 

In the 1970s, following wider changes in the culture of country house studies,6 the 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, 

DƛǊƻǳŀǊŘ ǿŀǎ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ΨƘƻǿ ǘƘŜȅ ώŎƻǳƴǘǊȅ ƘƻǳǎŜǎϐ ƻǇŜǊŀǘŜŘΩ ŀƴŘ ΨƘƻǿ ŦŀƳƛƭƛŜǎ ǳǎŜŘ ǘƘŜ ƘƻǳǎŜǎ 

ǿƘƛŎƘ ŀǊŎƘƛǘŜŎǘǎ ŀƴŘ ŎǊŀŦǘǎƳŜƴ ōǳƛƭǘ ŦƻǊ ǘƘŜƳΩ όDƛǊƻǳŀǊŘ мфулΣ ǾύΦ !ǎ ǿŜƭƭ ŀǎ ōǊƻŀŘŜƴƛƴƎ ǘƘŜ ǎƻŎƛŀƭ 

scope of country house studies, by emphasising the use of these sites, Girouard also widened the 

architectural historiography to consider spatial readings - ǘƘŀǘ ƛǎΣ ΨǘƘƛƴƪώƛƴƎϐ ŀōƻǳǘ ǘƘŜ ōǳƛƭǘ 

ŜƴǾƛǊƻƴƳŜƴǘ ŀǎ ǎǇŀŎŜ ǊŀǘƘŜǊ ǘƘŀƴ ŦƻŎǳǎƛƴƎ ƻƴ ǘƘŜ ŀǊŎƘƛǘŜŎǘǳǊŜ ǘƘŀǘ ǎǳǊǊƻǳƴŘǎ ǎǇŀŎŜΩ ό!ǊƴƻƭŘ нллнΣ 

134). Life in the English Country House (1980) remains a touchstone text for both social and 

architectural approaches to the study of country houses from the 16th to the 20th centuries, and The 

Victorian Country House (1979) can be seen to complement and develop the 19th-century context of 

ǘƘƛǎ ŦǳƭŎǊŀƭ ōƻƻƪΦ {ǳŎƘ ƛǎ DƛǊƻǳŀǊŘΩǎ ŜƴŘǳǊƛƴƎ ƛƴŦƭǳŜƴŎŜ ƛƴ ǘƘƛǎ ŦƛŜƭŘ ǘƘŀǘΣ ŦƻǊǘȅ ȅŜŀǊǎ ŀŦǘŜǊ Life in the 

English Country House ǿŀǎ ǇǳōƭƛǎƘŜŘΣ ƘŜ ǿŀǎ ŘǳōōŜŘ ǘƘŜ ΨŦƻǳƴŘŜǊ ƻŦ ƳƻŘŜǊƴ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ǎǘǳŘƛŜǎΩ 

(Musson and Canadine (Eds) 2018, 4). 

 

{ƛƴŎŜ ŜƴǘŜǊƛƴƎ ǘƘŜ ƘƛǎǘƻǊƛƻƎǊŀǇƘȅ ƻŦ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ǎǘǳŘƛŜǎΣ ƘƻǿŜǾŜǊΣ DƛǊƻǳŀǊŘΩǎ ǿƻǊƪ Ƙŀǎ ōŜŜƴ 

critiqued and developed on a number of fronts. In 2002, art and architectural historian, Dana Arnold, 

ǇǊƻōƭŜƳŀǘƛǎŜŘ DƛǊƻǳŀǊŘΩǎ ŎƻƴǘǊƛōǳǘƛƻƴ ǘƻ ǘƘŜ ΨǎƻŎƛŀƭΩ ǊŜŀŘƛƴgs of country houses by drawing out his 

ƻǿƴ ŜƳǇƘŀǎƛǎ ƻƴ ǘƘŜ ƘƻǳǎŜǎΩ ŦŀƳƛƭƛŜǎ - ie the people who owned them - and the consequent lack of 

attention given to the many other people and communities that lived in, used or contributed to them. 

Since country housŜǎ ǎǘƻƻŘ ŀǎ ŀǊŎƘƛǘŜŎǘǳǊŀƭƭȅ ǎȅƳōƻƭƛǎƛƴƎ ΨǇŀǘǊƛŀǊŎƘŀƭ ǾŀƭǳŜǎ ŀƴŘ ǘƘŜ ƘŜƎŜƳƻƴȅ ƻŦ ǘƘƛǎ 

ǊǳƭƛƴƎ ŞƭƛǘŜΩ ό!ǊƴƻƭŘ нллнΣ мпмύΣ ŀƴŘ ǎƛƴŎŜ ǘƘŜ ƘƛǎǘƻǊƛƻƎǊŀǇƘȅ ƻŦ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ǎǘǳŘƛŜǎ ǿŀǎ ŀƭǊŜŀŘȅ 

dominated by the perspective of this ruling class, Arnold questioned thŜ ŜȄǘŜƴǘ ǘƻ ǿƘƛŎƘ DƛǊƻǳŀǊŘΩǎ 

ΨǎƻŎƛŀƭ ƘƛǎǘƻǊȅΩ ŎƻƴǘǊƛōǳǘŜŘ ǘƻ ŀ ΨōǊƻŀŘŜǊ ŎǳƭǘǳǊŀƭ ƳŜŀƴƛƴƎΩ όƛōƛŘΦύ ƻŦ ǘƘŜ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ŀǘ ŀƭƭΦ L ǎƘŀƭƭ 

 
5 hŦǘŜƴ ǳǎŜŘ ŀǎ ŀ ŘŜǎŎǊƛǇǘƻǊ ǘƻ ŎƻƴǘǊŀǎǘ ΨǾŜǊƴŀŎǳƭŀǊΩ ŀǊŎƘƛǘŜŎǘǳǊŜΣ ΨǇƻƭƛǘŜΩ ŀǊŎƘƛǘŜŎǘǳǊŜ ƛǎ ƎŜƴŜǊŀƭƭȅ ǳƴŘŜǊǎǘƻƻŘ 
ǘƻ ŎƻƴŦƻǊƳ ǘƻ ǘƘǊŜŜ ƪŜȅ ŎǊƛǘŜǊƛŀΦ ΨtƻƭƛǘŜΩ ōǳƛƭŘƛƴƎǎ ŀǊŜΥ όƛύ ŘŜǎƛƎƴŜŘ ōȅ ŀ ǇǊƻŦŜǎǎƛƻƴŀƭ ŀǊŎƘƛǘŜŎǘΤ όƛƛύ Ŧƻƭƭƻǿ ŀ 
national or international style; and (iii), hold aesthetic considerations above functional ones (Brunskill 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 prominent narrative in country house studies as a call-to-arms for the 
preservation of country houses and their collections in the face of post-ǿŀǊ ΨŘŜǎǘǊǳŎǘƛƻƴΩ (Strong, Binney and 
Harris (Eds) 1974; see also Cornforth 1974). The exhibition sparked a generative avenue in country house 
ƭƛǘŜǊŀǘǳǊŜ ǿƘƛŎƘ Ƙŀǎ ǎƛƴŎŜ ǊŜƛƴŦƻǊŎŜŘΣ ŎǊƛǘƛǉǳŜŘ ƻǊ ǇǊƻōƭŜƳŀǘƛǎŜŘ ǘƘŜ ǎǘǊŀƛƎƘǘŦƻǊǿŀǊŘ ΨŘŜŎƭƛƴŜΩ ƴŀǊǊŀǘƛǾŜ (eg. 
Mandler 1997; Littlejohn 1997; Musson 2018; Tinniswood 2021). 
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ŘƛǎŎǳǎǎ ǘƘŜǎŜ ǎƻŎƛŀƭ ƛǎǎǳŜǎ ƛƴ ǘƘŜ ǎǳōǎŜǉǳŜƴǘ ǎŜŎǘƛƻƴ ƻƴ DŜƴŘŜǊ ŀƴŘ /ƭŀǎǎΣ ōǳǘ !ǊƴƻƭŘΩǎ ŎǊƛǘƛǉǳŜ 

illustrates the extent to which spatial interpretations of the country house are entangled with social 

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

the question: by or for whom? 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). 

 

! ǎǇŀǘƛŀƭ ŎǊƛǘƛǉǳŜ ƻŦ DƛǊƻǳŀǊŘΩǎ ǿƻǊƪ Ƙŀǎ ōŜŜƴ Ǉǳǘ ŦƻǊǿŀǊŘ ōȅ !ƛƳŜŜ YŜƛǘƘŀƴΣ ǿƘƻ ǎƘǊŜǿŘƭȅ ƻōǎŜǊǾŜŘ 

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 (2020). Both floor plans and design guides are 

ǇǊƻŘǳŎǘǎ ƻŦ ǘƘŜ ŀǊŎƘƛǘŜŎǘΩǎ ƻŦŦƛŎŜΣ ŜƛǘƘŜǊ ŎŀǇǘǳǊƛƴƎ ŀƴŘ ǎƛƳǇƭƛŦȅƛƴƎ ŀ ƳƻƳŜƴǘ ƛƴ ǘƛƳŜ ƛƴ ǘƘŜ ƭƛŦŜ ƻŦ ŀƴ 

ŀŎǘƛǾŜ ƘƻǳǎŜΣ ƻǊ ŎƻƴƧǳǊƛƴƎ ŀƴŘ ǇǊƻƧŜŎǘƛƴƎ ŀƴ ƛŘŜŀ ƻŦ ŀ ƘƻǳǎŜ ŦǊƻƳ ǎŎǊŀǘŎƘΦ DƛǊƻǳŀǊŘΩǎ ǊŜƭƛŀƴŎŜ ƻƴ ǘƘŜǎŜ 

documents, therefore, implicitly reinforced the role of the architect in the narrative of country houses, 

ǊƛǎƪŜŘ ƻǾŜǊǎƛƳǇƭƛŦȅƛƴƎ ǘƘŜ ƛƴǘŜǊŀŎǘƛƻƴǎ ōŜǘǿŜŜƴ ŀ ƘƻǳǎŜΩǎ ŎƻƳƳǳƴƛǘƛŜǎ ŀƴŘ ƛǘǎ ǎǇŀŎŜǎΣ ŀƴŘΣ ŀǎ YŜƛǘƘŀƴ 

argued, obscured any nuance in the development of the fabric of a building. Furthermore, such an 

approach necessarily championed those newly-built or comprehensively-altered houses that 

conformed to contemporary design guides, and sidelined those with more complex, evolving 

architectural histories, arguably developing an alternative, socio-spatial cannon to that evolved from 

architectural history.7  

 

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 segregation of spaces along multiple and various lines, from 

ǎƻŎƛŀƭ ǎǘŀǘǳǎ ǘƻ ŘƻƳŜǎǘƛŎ ŀŎǘƛǾƛǘȅ όYŜǊǊ мусрύΤ ŀōƻǾŜ ŀƭƭΣ ǘƘƛǎ ǿŀǎ ǘƘŜ ǇŜǊƛƻŘ ƛƴ ǿƘƛŎƘ ΨǳǇǎǘŀƛǊǎΩ ŀƴŘ 

ΨŘƻǿƴǎǘŀƛǊǎΩ ǎǇŀŎŜǎ ƻŦ ŦŀƳƛƭȅ ŀƴŘ ǎǘŀŦŦΣ ǊŜǎǇŜŎǘƛǾŜƭȅΣ ōŜŎŀƳŜ ŘƛǾƛŘŜŘ ōȅ ǘƘŜ ΨƎǊŜŜƴ ōŀƛȊŜ ŘƻƻǊΩ ό{ǘƻƴŜ 

1991, 234) - a material manifestation of the separation of two communities in the country house that 

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

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

ŦǳƴŎǘƛƻƴƛƴƎ ƻŦ ŀ ƭŀǊƎŜ ŎƻǳƴǘǊȅ ƘƻǳǎŜΦ LƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ƻŦ ōƻǘƘ ǎŜǊǾŀƴǘǎΩ ǿƻǊƪ ŀƴŘ ǘƘŜƛǊ ǇǊŜǎŜƴŎŜ ƛƴ ǘƘŜ 

house are most often made through these plans, presenting an overly simplistic view that conflates 

ǎŜǊǾŀƴǘǎΩ Ƨob titles - and, therefore, their presence in the house - with the room in which such work 

 
7 ¢ƘŜ ƳŀƴǘƭŜ ŦƻǊ DƛǊƻǳŀǊŘΩǎ ŀǇǇǊƻŀŎƘ ǘƻ ǊŜŀŘƛƴƎ ŎƻǳƴǘǊȅ ƘƻǳǎŜǎ Ƙŀǎ ōŜŜƴ ŎŀǊǊƛŜŘ ŦƻǊǿŀǊŘ ōȅ /ƭƛǾŜ !ǎƭŜǘ ƛƴ The 
Last Country Houses (1985) (republished in 2012 as The Edwardian Country House) and Michael Hall in The 
Victorian Country House (2009). 
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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 18th- and 19th-century country houses 

ǊŜǎǘǎ ƻƴ ǘƘŜ ǎŀƳŜ ƻǇǇƻǎƛǘƛƻƴŀƭ ōƛƴŀǊƛŜǎ ǘƘŀǘ Ŏŀƴ ōŜ ǎŜŜƴ ƛƴ ǘƘŜ ΨǳǇǎǘŀƛǊǎκŘƻǿƴǎǘŀƛǊǎΩ ŘƛŀƭƻƎǳŜΣ ŀƴŘ ǘƘŜ 

attendant categorisation of social or professional groups. Thus, spaces of the country house have been 

read or publicly-presented along gendered lines (Arnold 2002, 129-133; National Trust 2007), 

according to the shifting concepts of public and private (Stone 1991), and following hierarchical 

ordering of sociaƭ ƎǊƻǳǇǎΣ ǎǳŎƘ ŀǎΣ ΨǘƘŜ ŦŀƳƛƭȅΩΣ ŎƘƛƭŘǊŜƴ ƻŦ ΨǘƘŜ ŦŀƳƛƭȅΩΣ ǾƛǎƛǘƻǊǎ ŀƴŘ ǎŜǊǾŀƴǘǎ όDƛǊƻǳŀǊŘ 

мфтфύ όǿƘŜǊŜōȅ ΨǘƘŜ ŦŀƳƛƭȅΩ ƛǎ ǘƘŜ ƭŀƴŘƻǿƴƛƴƎ ŦŀƳƛƭȅ ƻŦ ǘƘŜ ŜǎǘŀǘŜύΦ {ǳŎƘ ŀǇǇǊƻŀŎƘŜǎ ƻŦŦŜǊ ǳǎŜŦǳƭ 

conceptual frameworks for, for example, interrogating the ways in which built space structures social 

ǊŜƭŀǘƛƻƴǎΦ IƻǿŜǾŜǊΣ ŀǎ ǿƛǘƘ ǘƘŜ ƛǎǎǳŜ ŎƻƴŎŜǊƴƛƴƎ ΨǎŜǊǾŀƴǘ ǎǇŀŎŜǎΩ ƻǳǘƭƛƴŜŘ ƛƴ ǘƘŜ ǇǊŜǾƛƻǳǎ ǇŀǊŀƎǊŀǇƘΣ 

they also risk oversimplifying social and professional interaction within and between the identified 

spaces, and perpetuating 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 and oft-cited chapter by 

Susie West (1999). West - also an archaeologist - applieǎ ΨŀŎŎŜǎǎ ŀƴŀƭȅǎƛǎΩ όǎŜŜ IƛƭƭƛŜǊ ŀƴŘ Iŀƴǎƻƴ мфупύ 

- ŀ ƳŜǘƘƻŘƻƭƻƎȅ ŦƻǊ ΨŜȄǇƭƻǊƛƴƎ ǘƘŜ ŎƻƴŎŜǇǘǳŀƭ ǊŜƭŀǘƛƻƴǎ ƻŦ ǎǇŀŎŜΩ ό²Ŝǎǘ мфффΣ млуύ ǘƻ ǳƴŎƻǾŜǊ ǘƘŜ 

ƭŜǾŜƭ ƻŦ ŎƻƴǘǊƻƭ ƻǊ ŜŀǎŜ ƻŦ ŀŎŎŜǎǎΣ ŀƴŘ ǿƘŀǘ ²Ŝǎǘ ŘŜǎŎǊƛōŜǎ ŀǎ ǘƘŜ ΨǇŜǊƳŜŀōƛƭƛǘȅΩ όƛōƛŘΦύ ƻŦ ŀ ƘƻǳǎŜ - to 

three early-modern country houses, in a bid to establish the function of these houses away from the 

ǇǳǊŜƭȅ ŀǊǘ ƘƛǎǘƻǊƛŎŀƭ ǘŜǊƳǎ ƛƴ ǿƘƛŎƘ ǘƘŜȅ ƘŀŘ ǘƘǳǎ ŦŀǊ ōŜŜƴ ŎƻƴǎƛŘŜǊŜŘΦ ²ŜǎǘΩǎ ƳŜǘƘƻŘƻƭƻƎȅ ƛǎ ōǊƻŀŘƭȅ 

structuralist and subject to the epistemological context of archaeology 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. 

 

¢ƘŜ ǘǊǳƭȅ ƛƴǎǇƛǊƛƴƎ ƛƳǇŀŎǘ ƻŦ ²ŜǎǘΩǎ ǿƻǊƪΣ ƘƻǿŜǾŜǊΣ ƛǎ ǘƘŜ ǿŀȅ ƛƴ ǿƘƛŎƘ ǎƘŜ ŘŜŦǘƭȅ ǎƘƛŦǘǎ ǘƘŜ ƭŜƴǎ ƻŦ 

country house analysis from an art historical approach to an archaeological one, bringing to bear on 

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

ōǳƛƭŘƛƴƎǎΦ ¢ƘǊƻǳƎƘ ²ŜǎǘΩǎ ǿƻǊƪΣ ǘƘŜ ǎȅƳōƻƭƛŎ ǇƻǿŜǊ ƻŦ ǘƘŜ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ǘƘŀǘ ǎƘŀǇŜǎ ǎƻ ƳǳŎƘ ƻŦ ǘƘŜ 

ƭƛǘŜǊŀǘǳǊŜ ƻǳǘƭƛƴŜŘ ƘŜǊŜ ōŜŎƻƳŜǎ ǎŜŎƻƴŘŀǊȅ ǘƻ ƛǘǎ ƳƻǊŜ ōŀǎƛŎ ŦǳƴŎǘƛƻƴǎΥ ǇƘƛƭƻǎƻǇƘƛŎŀƭƭȅΣ Ψŀǎ ŀ ŎƻƴǘŀƛƴŜǊ 

for humaƴ ǘƘƻǳƎƘǘǎΩ όмфффΣ млсύ ŀƴŘ ǇǊƻǎŀƛŎŀƭƭȅΣ ŀǎ Ψŀ ŎƻƴǘŀƛƴŜǊ ƻŦ ǎǳŎŎŜǎǎƛǾŜ ƘǳƳŀƴ ōƻŘƛŜǎΩ όƛōƛŘΦύΦ 

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 post-structuralist 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 

ƘƻǳǎŜ ŀǎ ŀ ǎƛǘŜ ƻŦ ƎŜƴŜǊŀǘƛǾŜ Řŀǘŀ όмфффΣ млпύΦ {ƘŜ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǎƻƳŜ ƳƛƎƘǘ ŎƻƴǎƛŘŜǊ ΨǘƘŀǘ ǘƘƛǎ Ŏƭŀǎǎ 

of housing is adequately explored by other disciplƛƴŜǎ ώƛŜΦ ŀǊǘ ŀƴŘ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ƘƛǎǘƻǊȅϐΩΣ ƻǊ ΨǘƘŀǘ 

ŎƻǳƴǘǊȅ ƘƻǳǎŜǎ ƛƴǎǇƛǊŜ ƭŜǎǎ ŜƳƻǘƛǾŜ ǊŜŀŎǘƛƻƴǎ ƛƴ ŀǊŎƘŀŜƻƭƻƎƛŎŀƭƭȅ ƳƛƴŘŜŘ ǇŜƻǇƭŜΩ όƛōƛŘΦύ ŀƴŘ ǘƘŜǊŜŦƻǊŜ 

remain an undesirable subject of research.8 Yet, it seems unlikely that these suggestions alone would 

Ǝƻ ǳƴŎƘŀƭƭŜƴƎŜŘ ŦƻǊ ƻǾŜǊ нр ȅŜŀǊǎΦ aƻǊŜ ŎƻƳǇŜƭƭƛƴƎ ŀǎ ŀ ŎƻƳǇƻǳƴŘƛƴƎ ǊŜŀǎƻƴ ƛǎ ²ŜǎǘΩǎ ƻōǎŜǊǾŀǘƛƻƴ 

ǘƘŀǘΣ Ψŀǎ ǊŜǇƻǎƛǘƻǊƛŜǎ ƻŦ ƳŀǎǎƛǾŜ ŘŜƳƻƴǎǘǊŀǘƛƻƴǎ ƻŦ ƛƴŜǉǳŀƭƛǘƛŜǎΣ ώǘƘŜǎŜ ǎƛǘŜǎ ŀǇǇŜŀǊ ǘƻ ƘŀǾŜϐ ώΦΦΦϐ a 

ŎǳƭǘǳǊŀƭ ǊŜƭŜǾŀƴŎŜ ǘƻ ŀ ǘƛƴȅ ǎƻŎƛŀƭ ƳƛƴƻǊƛǘȅΩ όƛōƛŘΦύΦ ¸ŜǘΣ ŀǎ ǎƘŜ ƎƻŜǎ ƻƴ ǘƻ ǎǘŀǘŜΣ ΨǘƘŜǎŜ ƘƻǳǎŜǎ ŜƳōƻŘȅ 

relations between differing groups: they housed both the elite [...] and the disenfranchised 

ŜƳǇƭƻȅŜŜǎΩΣ ŀƴŘ ǊŜƭƛŜŘ ŦƻǊ ǘƘŜƛǊ ŎƻƴǎǘǊǳŎǘƛƻƴΣ ƻǇŜǊŀǘƛƻƴ ŀƴŘ ƻƴƎƻƛƴƎ ǎƻŎƛŀƭ Ǉƻǎƛǘƛƻƴ ƻƴ ŀ ǊƛŎƘ ŀƴŘ 

ŎƻƳǇƭŜȄ ƴŜǘǿƻǊƪ ƻŦ ƛƴǘŜǊǎŜŎǘƛƴƎ ǎƻŎƛŀƭ ƎǊƻǳǇǎ όƛōƛŘΦύΦ ¢ƘŜ ƛƳǇƭƛŎŀǘƛƻƴ ƛƴ ²ŜǎǘΩǎ writing here, is that 

ŎƻǳƴǘǊȅ ƘƻǳǎŜǎ ƘŀǾŜ ΨŎǳƭǘǳǊŀƭ ǊŜƭŜǾŀƴŎŜΩ ǘƻ ŀ ǿƛŘŜ ǊŀƴƎŜ ƻŦ ǎƻŎƛŀƭ ƎǊƻǳǇǎΤ ŀƴŘ ǘƘŀǘΣ ƛŦ ŀǊŎƘŀŜƻƭƻƎƛŎŀƭ 

scholars - or, indeed, those working in disciplines beyond art and architectural history - were more 

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

research them. 

 

²ŜǎǘΩǎ Ǉƻƛƴǘ ǊŜƛƴŦƻǊŎŜǎ ǘƘŜ ŎƻƳǇƭŜȄ ŜƴǘŀƴƎƭŜƳŜƴǘ ōŜǘǿŜŜƴ ǎǇŀǘƛŀƭ ŀƴŘ ǎƻŎƛŀƭ ǇŜǊǎǇŜŎǘƛǾŜǎ ƛƴ ǎǘǳŘƛŜǎ 

of the country house. As I shall evidence in subsequent sections, scholarship has progressed the social 

issue to which West speaks - that 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? One possible explanation is around access. If floor plans are used 

only as a secondary 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 charitable organisations, such as the 

National Trust, stretched resources limit the availability of accompanying staff members. Moreover, 

arranging access to houses - even those open to the public - requires considerable time and careful 

negotiation; institutional challenges 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 
ǊŜǎŜŀǊŎƘ ŜƴǉǳƛǊȅΣ ŦƻǊŜǎƘŀŘƻǿƛƴƎ ŀ ōƻŘȅ ƻŦ ǘƘƛƴƪƛƴƎ ƻƴ ǘƘŜ ǎǳōƧŜŎǘΣ ǿƛŘŜƭȅ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ǘƘŜ ΨŀŦŦŜŎǘƛǾŜΩ ǘǳǊƴ ƛƴ 
historical research (Robinson 2010). 
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collaborative opportunities such as the CDA from which this project is born, are invaluable. I discuss 

the opportunities offered by collaboration further on in this Review (see 1.3.7 Collaboration). 

 

!ƴƻǘƘŜǊ ŜȄǇƭŀƴŀǘƛƻƴ Ƴŀȅ ǿŜƭƭ ōŜ ŦƻǳƴŘ ƛƴ ²ŜǎǘΩǎ ƻǊƛƎƛƴŀƭ ǇǊƻǇƻǎŀƭΥ ŀǿŀǊŜƴŜǎǎΦ .ǊƻŀŘƭȅΣ ǘƻ ǿƘŀǘ 

extent are archaeologists - particularly those with an interest in buildings - aware of the limited 

conceptions of country house space and the contrastingly broaŘ ΨŎǳƭǘǳǊŀƭ ǊŜƭŜǾŀƴŎŜΩ ƻŦ ŎƻǳƴǘǊȅ ƘƻǳǎŜǎ 

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 fold-out floorplan which is colour-coded 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, as Keithan noted, where the 

perspectives of servants are included in country house interpretation, they are frequently confined to 

ΨōŜƭƻǿ ǎǘŀƛǊǎΩ ǎǇŀŎŜǎ όнлнлΣ мнύΣ ǊŜƛƴŦƻǊŎƛƴƎ ŀƴ ƻǾŜǊƭȅ ǎƛƳǇƭƛǎǘƛŎ ŎƻƴŦƭŀǘƛƻƴ ƻŦ ǎǇŀŎŜ ŀƴŘ Ƨƻō ǘƛǘƭŜ ŀƴŘΣ 

by inference, erasing the presence of servants - and, therefore, their influence or experience - across 

the rest of the house. Most commonly, the breadth of cultural relevance to which West refers is 

ŎƻƴǎƛǎǘŜƴǘƭȅ ǊŜŘǳŎŜŘ ǘƻ ŀƴ ΨǳǇǎǘŀƛǊǎ ŘƻǿƴǎǘŀƛǊǎΩ ǇŀǊŀŘƛƎƳΣ ǿƛǘƘ ǘƘŜ ǎǘƻǊƛŜǎ ŀƴŘ lives of the landowners 

privileged above all others. 

 

Nonetheless, buildings archaeologists have turned 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 

ΨƛƴŘƻƻǊΩ ŀƴŘ ΨƻǳǘŘƻƻǊΩ ǎǇŀŎŜǎ ƻŦ ǘƘŜ ŎƻǳƴǘǊȅ ƘƻǳǎŜΣ ǿƘŜǊŜƛƴ ǘƘƻǎŜ ǿƘƻǎŜ ǿƻǊƪƛƴƎ ƭƛǾŜǎ Ƴŀƛƴƭȅ took 

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 resulted in 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 a long-held acknowledgement that the size 

and successful management of an estate - its tenants, land and productivity - most often upheld both 

ŀ ƘƻǳǎŜΩǎ ƻǇŜǊŀǘƛƻƴŀƭ ŀōƛƭƛǘȅ ŀƴŘ ǘƘŜ ǎƻŎƛŀƭ ǎǘŀǘǳǎ ƻŦ ǘƘŜ ƭŀƴŘƻǿƴŜǊ ƳƻǊŜ ǿƛŘŜƭȅ όaƛƴƎŀȅ мфсоΤ 

Thompson 1963; Williams 1973; Finch 2019). 

 

Rather, studies of estate spaces - both built and landscape spaces - have 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 tranche of literature on estates is situated in relation to 

the grand narrative of agrarian improvement through and beyond the long 18th century - including 
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the impact of the agricultural depression towards the end of the 19th century - or aesthetic changes 

to landscapes - in turn dominated, as with country houses themselves, by named, male designers, 

ǎǳŎƘ ŀǎ [ŀƴŎŜƭƻǘ Ψ/ŀǇŀōƛƭƛǘȅΩ .Ǌƻǿƴ ό²ƛƭƭƛŀƳǎƻƴ мффрΤ ²ŀŘŜ Martins 2010). Within and across these 

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 estate villages, for example, has been seen both in terms of landscape 

ΨƛƳǇǊƻǾŜƳŜƴǘΩ - ie. part of a movement towards investing in the estate and its farming tenants - and 

as a means to remove unsightly structures from the purview of the Big House. However, while the 

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 intersected, 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 counǘǊȅ ƘƻǳǎŜ ǘƘŀǘ LΩǾŜ ŀƭǊŜŀŘȅ ƻǳǘƭƛƴŜŘΣ ǘƘŜȅ ƻŦŦŜǊ 

an alternative approach to interpreting buildings with the potential to disrupt the hegemonic art 

historical and top-down narratives. Through his PhD thesis and an accompanying article, Timur 

Tatlioglu foregrounded 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 

ǘƘŜ ŜǎǘŀǘŜ ŎŀǊǇŜƴǘŜǊǎ όƻǊ ΨƧƻƛƴŜǊǎΩύ ǘƻ ǘƘŜƛǊ ǿƻǊƪǎƘƻǇΣ ŀƴŘ ǘǊŀŎƛƴƎ ǘƘŜ ǿƻǊk undertaken by this same 

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 

ŎŀǊǇŜƴǘŜǊǎΩ ǿƻǊƪ ƛƴǘŜǊǎŜŎǘŜŘ ǿƛǘƘ the lives of other estate tenants, augmenting much of the literature 

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 human-centred perspective. 

 

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

ƻŦ ΨƘƻǊǎŜƭŀŘǎΩ ƻƴ ǘƘŜ .ƛǊŘǎŀƭƭ ŜǎǘŀǘŜ ƛƴ ǘƘŜ 9ŀǎǘ ¸ƻǊƪǎƘƛǊŜ ²ƻƭŘǎ ŀǘ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ мфǘƘ ŀƴŘ ǘƘŜ ŜŀǊƭȅ 

20th centuries (2007).9 Beginning with a stratigraphic analysis of graffiti in a range of working buildings 

associated with this community, oral histories and locally-set biographies allowed the writers to 

embed the working lives of the horselads within their wider social and familial 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 

 
9 ΨIƻǊǎŜƭŀŘǎΩ ǿŜǊŜ ΨǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ ǇƭƻǳƎƘƛƴƎ ŀƴŘ ŎǳƭǘƛǾŀǘƛƴƎ ǘƘŜ ƭŀƴŘΩ (Giles and Giles 2007, 337). 
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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 biographical study of 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 to a biographical approach to the interpretation of buildings - a 

distinct methodology in the field of buildings archaeology which attends to the prevailing issues arising 

ŦǊƻƳ ƳƻǊŜ ǘǊŀŘƛǘƛƻƴŀƭΣ ǘȅǇƻƭƻƎƛŎŀƭ ŀǇǇǊƻŀŎƘŜǎ ǘƻ όCƻȄ ŀƴŘ wŀƎƭŀƴ мфрмύΣ ŀƴŘ ƻǾŜǊŀǊŎƘƛƴƎΣ ΨƎǊŀƴŘΩ 

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 with theories 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 

ǘƻ ŀ ōƛƻƎǊŀǇƘƛŎŀƭ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ŎŜƴǘǊŜǎ ǘƘŜ ΨƭƛŦŜΩ ǎǇŀƴ ƻŦ ǘƘŜ ōǳƛƭŘƛƴƎ ƛǘself and considers the ways in 

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 temporal unit 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 scrutiny - and vice 

versa - this biographical approach reconceptualises the geographic boundaries of that building as 

members of the group come and go from it (Gell 1998; as cited in Hicks and Horning 2006, 288). Thus, 

¢ŀǘƭƛƻƎƭǳΩǎ ǎǘǳŘȅ ƻŦ ǘƘŜ ƧƻƛƴŜǊǎΩ ǿƻǊƪǎƘƻǇ ƛƴŎƻǊǇƻǊŀǘŜǎ ŎƻƴǎƛŘŜǊŀǘƛƻƴǎ ƻŦ ǘŜƴŀƴǘŜŘ ŘƻƳŜǎǘƛŎ 

properties on the Harewood estaǘŜ ŀǎ ǘƘŜ ƧƻƛƴŜǊǎ ƳƻǾŜŘ ōŜǘǿŜŜƴ ǎƛǘŜǎΤ ŀƴŘ DƛƭŜǎ ŀƴŘ DƛƭŜǎΩǎ ǿƻǊƪ ƻƴ 

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 

{ǳǎƛŜ ²ŜǎǘΩǎ ǎǘǳŘȅΦ bƻǘ ƻƴƭȅ ŘƻŜǎ ŀƴ ŀǊŎƘŀŜƻƭƻƎƛŎŀƭ ŀǇǇǊƻŀŎƘ broadly prioritise the fabric of the 

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 spatial narratives within country houses and the conceptual boundaries thus far drawn 

around them. 
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1.3.3 Entertainment 

In the socio-spatial canon of country houses introduced by Girouard, the 18th-century house has 

broadly become characterised by its tendency towards sociability, and the 19th-century one by, first, 

morality and then, towards the end of the century, entertaƛƴƳŜƴǘ όDƛǊƻǳŀǊŘ мфулύΦ Lƴ DƛǊƻǳŀǊŘΩǎ 

ŎƘŀǊŀŎǘŜǊƛǎŀǘƛƻƴΣ ΨǎƻŎƛŀōƛƭƛǘȅΩ ƳƛƎƘǘ ōŜ ǳƴŘŜǊǎǘƻƻŘ ǘƻ ƳŜŀƴ ǎƻŎƛŀƭ ƴŜƎƻǘƛŀǘƛƻƴǎ ƛƴ ŀŎǘƛǾƛǘƛŜǎ ƻŦ ƭŜƛǎǳǊŜ 

that took place in elite and gentry houses. Gillian Russell links the growth of leisure activities with the 

econoƳƛŎ ōƻƻƳ ŦƻƭƭƻǿƛƴƎ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ {ŜǾŜƴ ¸ŜŀǊǎΩ ²ŀǊ όмтрс-63), and observes the rise in 

household entertainment in this period, as opposed to activities taking place in the public realm 

όнллтŀΣ мфнύΦ DƛǾŜƴ ǿƻƳŜƴΩǎ ΨŀǳǘƘƻǊƛǘȅ ώǘƘŀǘϐ ǘƘŜȅ ǘǊŀŘƛǘƛƻƴŀƭƭȅ ŜȄŜǊŎƛǎŜŘ ŀǎ ƳŀƴŀƎŜǊǎ ƻŦ ƘƻǳǎŜƘƻƭŘǎΩΣ 

ǘƘŜȅ ōŜŎŀƳŜ ΨǇǊƻƳƛƴŜƴǘ ƛƴ ǎǳŎƘ ŜƴǘŜǊǘŀƛƴƛƴƎΩ όƛōƛŘΦύΣ ŎƭƻǎŜƭȅ ƭƛƴƪƛƴƎ ŘƻƳŜǎǘƛŎ ǎƻŎƛŀōƛƭƛǘȅ ǿƛǘƘ ƎŜƴŘŜǊŜŘ 

ŀǎǎƻŎƛŀǘƛƻƴǎ ƻŦ ΨǎƻŦǘΩ ǇƻǿŜǊΦ ¸ŜǘΣ ŀŘƘŜǊƛƴƎ ǘƻ DƛǊƻǳŀǊŘΩǎ ŎƘǊƻƴƻƭƻƎƛŎŀƭ ŦǊŀƳŜǿƻǊƪΣ ǎƻŎƛŀƭ ƴŜƎƻǘƛŀǘƛƻƴ 

did not end when entertainment began. Emily Bryan discusses the ways in which charades 

incorporated the popular and established Victorian domestic past-time of amateur music to better 

ǇŀǊǘƛŎƛǇŀǘŜ ƛƴ ΨǘƘŜ ǎƻŎƛŀƭ ƴŜƎƻǘƛŀǘƛƻƴǎ ƻŦ ǘƘŜ ŘǊŀǿƛƴƎ ǊƻƻƳΩ όнллнΣ отύΣ ŀƴŘ bŀƴŎȅ 9ƭƭŜƴōerger 

ŘƛǎŎǳǎǎŜǎ ǘƘŜ ǘŜƴǎƛƻƴǎ ƛƳǇƭƛŎƛǘ ƛƴ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ǇŀǊǘƛŜǎ ŀǘ ǘƘŜ ǘǳǊƴ ƻŦ ǘƘŜ нлǘƘ ŎŜƴǘǳǊȅ ΨǘƘŀǘ ƭŀŎƪŜŘ ǘƘŜ 

protections of institutional roles or the anonymity of the modern-Řŀȅ ǊŜǎƻǊǘΩ όнлмрΣ муоύΦ {ƻŎƛŀōƛƭƛǘȅΣ 

then, endured through the 19th century, though its contexts changed. 

 

DƛǊƻǳŀǊŘΩǎ ƎǊŀƴŘ ƴŀǊǊŀǘƛǾŜ ǎŜŜǎ ǘƘŜ ƭŀǘŜ-19th-century shift to entertainment in relation both to the 

ƭŀƴŘƻǿƴŜǊΩǎ ǊŜƭŀǘƛǾŜ ƭƻǎǎ ƻŦ ǊǳǊŀƭ ǇƻƭƛǘƛŎŀƭ ǇƻǿŜǊ ŀƴŘ ǘƘŜ ǇŀǊŀƭƭŜƭ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǘǊŀƴǎǇƻǊǘ ŀƴŘ ƛǘǎ 

infrastructure which made traveling into the countryside quicker 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 upper-class sports, leisure and entertainment (Aslet 1985; Tinniswood 2016). In the 

highest social 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 be written 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 of new technologies and a broad decline in servant numbers (Franklin 1975) - a 

correlation sometimes offered as causation, since labour-saving 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 that facilitated their delivery (see 1.3.6 Embodiment 

and Material Culture for further discussion).  

 

²ƛǘƘƛƴ ǘƘƛǎ ǇŀǊǘƛŎǳƭŀǊ ǾŜƛƴ ƛƴ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ǎŎƘƻƭŀǊǎƘƛǇΣ ǿƘŀǘ ƛǎ ƳŜŀƴǘ ōȅ ΨŜƴǘŜǊǘŀƛƴƳŜƴǘΩ ŀƴŘ ǿƘŜǊŜ 

does performance entertainment sit within this? When the topic is covered, the scope of 

entertainment on offer in country houses in the 19th century is split along daytime and post-dinner 

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 a hired 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 

ƛƴŎƭǳŘŜŘ ƛƴ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨŜƴǘŜǊǘŀƛƴƳŜƴǘΩΣ ŦǊƻƳ ŦŀƴŎȅ ŘǊŜǎǎ ōŀƭƭǎ ǘƻ ǇŀƎŜants, fetes, and even political 

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 performance-based 

in this period - outside of musical presentations - is rarely, if ever mentioned; a researcher looking for 

the subject of private theatricals, charades or tableaux in country house literature of the 19th century 

will unearth only piecemeal references. Girouard concedes the observation that large halls in the late-

19th century country house offered a useful space to accommodate theatricals (1980, 290-292), 

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 the entertainment capabilities of one late-19th century 

hostess, Mrs Willie James, and includes a full colour plate illustrating her visitors book with a 

programme of private theatricals from 1894 (1985, 9-19), yet gives only a short, single sentence to her 

dedication to the activity.10  Even in books devoted to the subject of late 19th-century country house 

ŜƴǘŜǊǘŀƛƴƳŜƴǘΣ ǇŜǊŦƻǊƳŀƴŎŜ ƛǎ ƻǾŜǊƭƻƻƪŜŘΥ tƘȅƭƭƛŘŀ .ŀǊǎǘƻǿΩǎΣ The English Country House Party 

όмфуфύΣ ƳŀƪŜǎ ƻƴƭȅ ŀ ǇŀǎǎƛƴƎ ǊŜŦŜǊŜƴŎŜ ǘƻ ŎƘŀǊŀŘŜǎ ŀƴŘ ǇǊƛǾŀǘŜ ǘƘŜŀǘǊƛŎŀƭǎΣ ǿƘƛƭŜ !ŘǊƛŀƴ ¢ƛƴƴƛǎǿƻƻŘΩǎ 

trade book with the National Trust, The House Party (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 period - evidenced in subsequent paragraphs and in chapters 4 

 
10 Evelyn James (1867-мфнфύ ǿŀǎ ŀ ǊŜƎǳƭŀǊ ŀƴŘ ŀŎŎƭŀƛƳŜŘ ǇŜǊŦƻǊƳŜǊ ƛƴ /ƘŀǘǎǿƻǊǘƘΩǎ ŀƴƴǳŀƭ ǘƘŜŀǘǊƛŎŀƭǎ ƛƴ ǘƘŜ 
1890s and 1900s. 
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and 5 of this thesis - these 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 the norm, or in relation to specific examples of elite 

literary practices with little wider context (Watson 2011; Hubberstey 2024). In Life in the French 

Country House (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 Life, in which he glancingly ties the contemporary presence of the country house dressing-up 

box in a handful of houses to an inherited tradition of theatricals and tableaux in country houses more 

broadly. Drawing on the provenance of dressing-up boxes and their contents offers an intriguing 

avenue for future research on country house performance entertainment, rooted in material culture 

ŀƴŘ ŘǊŜǎǎ ŀƴŘ ŎƻǎǘǳƳŜ ƘƛǎǘƻǊȅΦ ¸ŜǘΣ aǳǎǎƻƴΩǎ ǊŜŦŜǊŜƴŎŜǎ ǘƻ ǘƘŜ ƘƛǎǘƻǊȅ ƻŦ ǇǊƛǾŀǘŜ ǇŜǊŦƻǊƳŀƴŎŜ 

practice were restricted by the limited scholarship available in his field twenty 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 publication, Sport and Leisure 

in the Irish and British Country House, makes 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 performance - musical, or otherwise - despite including boundary-pushing 

activities such as scrapbook-ƳŀƪƛƴƎ όhΩwƛƻǊŘŀƴ нлмфύ ŀƴŘ ǘƘŜ ŦŀǎƘƛƻn for keeping exotic pets (Bristol 

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 sidelined and 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 entertainment 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 I examine in chapters 3 to 5, and the elite personages present 

ŀǘ /ƘŀǘǎǿƻǊǘƘΩǎ ƘƻǳǎŜ ǇŀǊǘƛŜǎ ǘƘŜǊŜƛƴΣ ŀ ǎŎƘƻƭŀǊƭy book on the political and cultural world of Arthur 

Balfour - Conservative politician and Prime Minister from 1902 to 1905 - in part details his involvement 

in private theatricals in the late 19th century (Ellenberger 2015). The chapter in question inverts the 

ƛǎǎǳŜǎ ǿƛǘƘ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ƘƛǎǘƻǊƛƻƎǊŀǇƘȅ ǘƘŀǘ L ƘŀǾŜ ǇǊŜǎŜƴǘŜŘ ƘŜǊŜ ōƻǘƘ ǘƘǊƻǳƎƘ ƛǘǎ ǘƛǘƭŜΣ Ψ/ƻǳƴǘǊȅ 

IƻǳǎŜ tŀǊǘȅΩΣ ŀƴŘ ƛǘǎ ŎƻƴǘŜƴǘǎΥ ƛƴ 9ƭƭŜƴōŜǊƎŜǊΩǎ ǿƻǊƪΣ ǘƘŜ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ǇŀǊǘȅ ƛƴ .ŀƭŦƻǳǊΩǎ ǎƻŎƛŀƭ ŎƛǊŎƭŜ 

is almost synonymous with performance entertainment 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 treatment of 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 push to acknowledge and value amateur 

contributions to theatrical practice (Holdsworth, Milling and Nicholson 2017; Gilbert et al. 2020). One 

ƻŦ ǘƘŜ ƛƳǇŀŎǘǎ ƻŦ ǘƘƛǎ ΨŀƳŀǘŜǳǊ ǘǳǊƴΩ Ƙŀǎ ōŜŜƴ ŀ ƎǊŜŀǘŜǊ ŀǿŀǊŜƴŜǎǎ ƻŦ ǘƘŜ ƳȅǊƛŀŘ ŦƻǊƳǎ ŀƳŀǘŜǳǊ 

theatre can take and the 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 performance - 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 text, Temples of Thespis, by 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 material - drawn on by 

Rosenfeld - in both the Burney and Sarah Sophia Banks collections, held at the British Library and 

British Museum, respectively. 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 factors have 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 15) - a statement partly evidenced by tƘŜ ƳƛǎŘŀǘƛƴƎ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǎǘŀƎŜΣ ŀǎ 

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 the 18th-century 

themes that Rosenfeld introduced (Russell 2007a; McGirr 2011; Watson 2011; Haugen 2014; Hawley 

нлнлύ ŀƴŘΣ ƻƴ ǘƘŜ ƻǘƘŜǊΣ ǊŜŦǳǘŜ wƻǎŜƴŦŜƭŘΩǎ ŎƭŀƛƳ ŀƴŘ ŜǾƛŘŜƴŎŜ ǘƘŜ ŎƻƴǘƛƴǳŜŘ ǇƻǇǳƭŀǊƛǘȅ ƻŦ ǇǊƛǾŀǘŜ 

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 journal, Nineteenth Century 

Theatre and FilmΣ ƻƴ ǘƘŜ ǘƘŜƳŜ ƻŦ Ψ!ƳŀǘŜǳǊ ¢ƘŜŀǘǊŜ ƛƴ ǘƘŜ [ƻƴƎ bƛƴŜǘŜŜƴǘƘ /ŜƴǘǳǊȅΩΦ !ƴ ƻǳǘǇǳǘ ŦǊƻƳ 

ǘǿƻΣ ŎƻƴƴŜŎǘŜŘ ŎƻƴŦŜǊŜƴŎŜ ǎŜǊƛŜǎΣ Ψ²Ƙŀǘ ǎƛƎƴƛŦƛŜǎ ŀ ǘƘŜŀǘǊŜΚΩΣ ǘƘŜ ƧƻǳǊƴŀƭ ŜŘƛǘƛƻƴ ƻŦŦŜǊŜŘ ŎŀǎŜ ǎǘǳŘȅ 

articles that spanned much of the temporal, topical and international breadth 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 theatre and 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 18th 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 

ǘƘŜ мфǘƘ ŎŜƴǘǳǊȅΦ bŀƳŜƭȅΣ ΨǘƘŜ ŎǊŀȊŜ ŦƻǊ ǘƘŜ ƪƛƴŘ ƻŦ ŘƻƳŜǎǘƛŎ ǇŜǊformances staged by the social elite 

and memorably satirised by Jane Austen in Mansfield Park (1814) not only survived beyond the end 

of the nineteenth century but also metamorphosed into a much more widespread taste for amateur 

ǘƘŜŀǘǊŜΩ όIŀǿƭŜȅ ŀƴŘ LǎōŜƭƭ 2011, xvii). This metamorphosis saw the adoption of new forms of amateur 

performance beyond the scripted play, from charades to tableaux vivants, and 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 number of these groups by many of the same elite networks: for example, members 

of university amateur dramatics societies 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 upper-class groups, purely amateur players or exclusively private settings. Rather, the 
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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 2017). In short, underpinning private 

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

 

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

themes put forward by its 18th-ŎŜƴǘǳǊȅ ŎƻǳƴǘŜǊǇŀǊǘΦ CƻǊ ŜȄŀƳǇƭŜΣ Dƛƭƭƛŀƴ wǳǎǎŜƭƭΩǎ ŎƘŀǇǘŜǊ ƻƴ 

Georgian private theatricals directly addresses what she terms ǘƘŜ ΨǇŀǊŀǘƘŜŀǘǊƛŎŀƭΩ ƻǳǘǇǳǘ ƻŦ ǘƘƛǎ 

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 of 18th-century 

material and print culture 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 use of both through the 19th century 

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

newspaper illustrations in particular - ŦƻǊ ƳŀǊǎƘŀƭƭƛƴƎ ǘƘŜ ǇǳōƭƛŎƛǘȅ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊƛŎŀƭǎ όнлнпύΣ 

demonstrating the potential of this perspective. Yet, wider considerations at the intersections of 

material culture, private performance practices and the 19th-century 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 stage [ƻǾŜǊǎΩ ±ƻǿǎ ƛƴ !ǳǎǘŜƴΩǎ Mansfield Park (1814). Indeed, it is rare 

to read scholarship on 18th-, and even 19th-century private theatricals that does not reference the 

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

ƻŦ wǳǎǎŜƭƭΩǎ ƭŜƴǎ ǘƻ ǘƘŜ мфǘƘ ŎŜƴǘǳǊȅ ƛǎ ǘŀƪŜƴ ǳǇ ōȅ 9ƭƭŜƴōŜǊƎŜǊ ƛƴ ƘŜǊ ŎƘŀǇǘŜǊ ƻƴ ǇǊƛǾŀǘŜ ǘƘŜŀǘǊƛŎŀƭǎ 

and the elite social world of Arthur Balfour (2015), as described above. Yet, neither Russell nor 

Ellenberger credit the individuals and communities 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 hardly needs to consult an academic literature review 

to determine the elite male triumphalism of the country house; the hegemony of patrilineal 
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ǇǊƛƳƻƎŜƴƛǘǳǊŜ Ƙŀǎ ǊŜƴŘŜǊŜŘ ǘƘŜ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ΨǘƘŜ ǎǘǊƻƴƎŜǎǘ Ǿƛǎǳŀƭ ǎƛƎƴƛŦƛŜǊ ƻŦ ǘƘŜ ǎǘǊǳŎǘǳǊŜǎ ƻŦ 

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 British emǇƛǊŜ ƛƴǘƻ ǘƘŜ ǘǿŜƴǘƛŜǘƘ ŎŜƴǘǳǊȅΩ ό/ƻȄ 

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 country house context, both of these identifiers command distinct historiographies of 

their own - a fact which arguably warrants their separate discussion.11 Yet, 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 as well, 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, paradigm-shifting research 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 to permeate 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 with the National Trust 

ŀƴŘ 9ƴƎƭƛǎƘ IŜǊƛǘŀƎŜ ƻƴ ǘƘŜ ǘƻǇƛŎ ƻŦ Ψ¢ƘŜ WŜǿƛǎƘ /ƻǳƴǘǊȅ IƻǳǎŜΩΣ ǎǳōǎŜǉǳŜƴǘƭȅ ǇǊƻŘǳŎƛƴƎ ŀ ōƻƻƪ ƻƴ 

the subject (Carey and Green (Eds) 2024). Social perspectives on the country house, then, are 

increasingly cutting across the themes of gender and class.  

 

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 domiƴŀǘŜŘ ōȅ ǘƘŜ ǇŜǊǎǇŜŎǘƛǾŜ ƻŦ ΨƎǊŜŀǘ ƳŜƴΩΣ ŀǎ 

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 2025). Underscoring the increasingly wide uptake of private theatricals through the 19th 

ŎŜƴǘǳǊȅΣ YŀǘƘŜǊƛƴŜ bŜǿŜȅ ŘƛǎŎǳǎǎŜǎ ǘƘŜ ƛƴǾƻƭǾŜƳŜƴǘ ƻŦ ƳƛŘŘƭŜ Ŏƭŀǎǎ ǿƻƳŜƴ ƛƴ ΨƘƻƳŜΩ ǘƘŜŀǘǊƛŎŀƭǎ ƛƴ 

 
11 [ǳŎȅ .Ǌƻǿƴǎƻƴ ŀƴŘ !Ƴȅ {ƻƭƻƳƻƴΩǎ ƛƴǘǊƻŘǳŎǘƛƻƴ ǘƻ ǘƘŜƛǊ Ŏƻ-edited edition of ²ƻƳŜƴΩǎ IƛǎǘƻǊȅ wŜǾƛŜǿ 
(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 Jan Marsh (1990), 
Ruth Larsen (2004), and a volume edited by Terence Dooley et. al. (2017)Φ [ƛƪŜǿƛǎŜΣ .ǊƻǿƴǎƻƴΩǎ tƘ5 ǘƘŜǎƛǎ 
(2023a, ch.4) offers a thoughtful consideration of literature on working class lives in the country house - a topic 
ǘƘŀǘ ƛǎ ƭŜǎǎ ǿŜƭƭ ŎƻǾŜǊŜŘ ǘƘŀƴ ǿƻƳŜƴΩǎ ƘƛǎǘƻǊȅ ƳƻǊŜ ƎŜƴŜǊŀƭƭȅΦ 
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ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨǎŜǇŀǊŀǘŜ ǎǇƘŜǊŜǎΩ - ŀǎ bŜǿŜȅ ƘŜǊǎŜƭŦ ǎǳƳƳŀǊƛǎŜǎΣ ΨǘƘŜ ǎǘǊƻƴƎ ƛŘŜƻƭƻƎƛŎŀƭ 

division between the private and public domains, and the gendered nature of this differentiation 

between the domestic sphere and the world outside the homeΩ όмффуΣ фоύΦ LƴŘŜŜŘΣ ŀŎǊƻǎǎ ǘƘŜ ƳŀƧƻǊƛǘȅ 

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 attendant - though by no means ubiquitous - ŀǎǎƻŎƛŀǘƛƻƴ ǿƛǘƘ ǿƻƳŜƴ ŀƴŘ ŀ ǿƻƳŀƴΩǎ 

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 could have 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, 

/ƻǳƴǘŜǎǎ ƻŦ IŀǊŘǿƛŎƪŜΩǎΣ мтфт ƧǳǾŜƴƛƭe production of The Woodcutter (2025). By casting her children 

as actors in her specially-adapted play, Hubberstey and her co-author, Christine Gerrard, deftly 

ŀǊƎǳŜŘΣ ¸ƻǊƪŜ ΨǎƻǳƎƘǘ ǘƻ ƛƴǎǘƛƭƭ ƳƻŘŜƭǎ ƻŦ ƎƻǾŜǊƴŀƴŎŜ ŀƴŘ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ƛƴǘƻ ŀ ƴŜǿ ƎŜƴŜǊŀǘƛƻƴ ƻŦ 

ŀǊƛǎǘƻŎǊŀǘƛŎ ǇƻƭƛǘƛŎƛŀƴǎΩΣ Ŝvidencing both the educational potential of private theatricals and the 

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

 

¢ƘŜǊŜ ƛǎ ǎƛƎƴƛŦƛŎŀƴǘƭȅ ƳƻǊŜ ǘƻ ōŜ ǘǊŀŎŜŘ ŀƴŘ ǳƴŘŜǊǎǘƻƻŘ ǿƛǘƘ ǊŜƎŀǊŘ ǘƻ ǿƻƳŜƴΩǎ ƛƴŦƭǳŜƴŎŜ ǘƘǊƻǳƎƘ ǘƘŜ 

mode of private theatricals, following the model of Hubberstey and Gerrard. Yet, what is already 

apparent is the weight given to the aristocratic ǿƻƳŀƴΩǎ ǾƻƛŎŜ ƛƴ ƘŜǊ Ǉƻǎƛǘƛƻƴ ŀǎ ǿǊƛǘŜǊΣ ǇƭŀȅŜǊ ƻǊ Ƙƻǎǘ 

ƻŦ ǇǊƛǾŀǘŜ ǘƘŜŀǘǊƛŎŀƭǎΦ LŦΣ ŀǎ {ǳǎƛŜ ²Ŝǎǘ ǎǘŀǘŜǎΣ ŎƻǳƴǘǊȅ ƘƻǳǎŜǎ ΨŜƳōƻŘȅ ǊŜƭŀǘƛƻƴǎ between differing 

ƎǊƻǳǇǎΣΩ ƘƻǳǎƛƴƎ ΨōƻǘƘ ǘƘŜ ŜƭƛǘŜ ώΦΦΦϐ ŀƴŘ ǘƘŜ ŘƛǎŜƴŦǊŀƴŎƘƛǎŜŘ ŜƳǇƭƻȅŜŜǎΩ όмфффΣ млпύΣ ǿƘŜǊŜ ŀǊŜ ǘƘŜ 

perspectives of everyone else - the audience, or those working to manage the productions - and what 

role do private theatricals play in negotiatiƴƎ ǘƘŜ ŎƻǳƴǘǊȅ ƘƻǳǎŜΩǎ ǎƻŎƛŀƭ ǊŜƭŀǘƛƻƴǎΚ 5ŜǎǇƛǘŜ ǘƘŜ 

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 house theatricals 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 2017, 243-251), 

and the composition of audiences is most often only referred to in passing or for the high-profile 

(aristocratic) people therein. Despite its frequent usage as a source for the insights it provides on both 

soŎƛŀƭ ƛƴǘŜǊŀŎǘƛƻƴǎ ōŜǘǿŜŜƴ ǘƘŜ ŜƭƛǘŜ ǇǊƻǘŀƎƻƴƛǎǘǎ ŀƴŘ !ǳǎǘŜƴΩǎ ƻǿƴ ŦŀƳƛƭƛŀǊƛǘȅ ǿƛǘƘ ǇǊƛǾŀǘŜ 

theatricals, the process to stage [ƻǾŜǊǎΩ ±ƻǿǎ in Mansfield Park is 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 whose research 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, 

нлннΣ нлнрύΦ DŀǊŘƴŜǊΩs work is ongoing, but her published outputs consider, in particular, the sale by 

ŀǳŎǘƛƻƴΣ ƭƻŎŀƭƭȅΣ ƻŦ ǘƘŜ рǘƘ aŀǊǉǳŜǎǎΩǎ ǘƘŜŀǘǊƛŎŀƭ ŎƻǎǘǳƳŜǎ ŦƻƭƭƻǿƛƴƎ Ƙƛǎ ōŀƴƪǊǳǇǘŎȅΦ DŀǊŘŜƴŜǊ ǎƘƛƴŜǎ 

a light on the meaning that these costumes held for a cross-section of people who lived and worked 

ƛƴ ŀƴŘ ŀǊƻǳƴŘ ǘƘŜ aŀǊǉǳŜǎǎΩǎ ²ŜƭǎƘ ŜǎǘŀǘŜΦ IƻǿŜǾŜǊΣ DŀǊŘƴŜǊΩǎ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ ǘƘŜ ƳŀǘŜǊƛŀƭƛǘȅ ƻŦ 

private theatricals and the relationship between these performances and the local communities 

remains an exception. Moreover, little ŀǘǘŜƴǘƛƻƴ Ƙŀǎ ǘƘǳǎ ŦŀǊ ōŜŜƴ ƎƛǾŜƴ ƛƴ DŀǊŘƴŜǊΩǎ ǿƻǊƪ ǘƻ ǘƘƻǎŜ 

ǿƘƻ ƭŀōƻǳǊŜŘ ōŀŎƪǎǘŀƎŜ ŦƻǊ ǘƘŜ aŀǊǉǳŜǎǎΩǎ ǘƘŜŀǘǊƛŎŀƭ ŜƴŘŜŀǾƻǳǊǎ ŀƴŘ ǘƘŜ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ǿƻǊƪ ǘƘŜȅ 

undertook. 

 

The extent to which this field-wide omission is a class issue is subject to further research. Gardner's 

ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ǿƛŘŜǊ ŎƻƳƳǳƴƛǘȅ ƻŦ ǘƘŜ рǘƘ aŀǊǉǳŜǎǎΩǎ ǘƘŜŀǘǊƛŎŀƭǎ ƛǎ ŜȄǇƭƛŎƛǘƭȅ ŀ ǇǊƻŘǳŎǘ ƻŦ ƘŜǊ ƻǿƴ 

socialist background (Gardner 2025) and, therefore, intimately 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 likely that this 

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 3-5), however, there is 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 poorly-served by academic literature. Broadly 

speaking, literature on country house servants has most often 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 

ŜƳǇƭƻȅŜǊκǎŜǊǾŀƴǘ ƛƴǘŜǊŀŎǘƛƻƴǎ ƛƴ ǿƘƛŎƘ ǎŜǊǾŀƴǘǎΩ ōŜƘŀǾƛƻǳǊǎ ŀǊŜ ǎŜŜƴ ǘƻ ŘŜǾƛŀǘŜ ŦǊƻƳ ŀƴ ŜȄǇŜŎǘŜŘ 

norm (eg. Gerard 1994; Aslet 2021). While many of these accounts establish important grand 

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

social history of the country house presented by Girouard and critiqued by Arnold, discussed 

previously. That is, they position servants so as ǘƻ ǎǳǇǇƻǊǘ ǘƘŜ ƴŀǊǊŀǘƛǾŜ ƻŦ ǘƘŜ ΨƘŜƎŜƳƻƴȅ ƻŦ ǘƘώŜϐ 

ǊǳƭƛƴƎ ŜƭƛǘŜΩ ό!ǊƴƻƭŘ нллнΣ мпмύ ǿƛǘƘƻǳǘ ǉǳŜǎǘƛƻƴƛƴƎ ǘƘŜ ŀƎŜƴŎȅ ƻŦ ǘƘŜ ǎŜǊǾŀƴǘǎ ǘƘŜƳǎŜƭǾŜǎ ŀǎ ŜȄŜǊŎƛǎŜŘ 

in their own lives or in the wider culture of the estate and its locale. Lauren Butler summarises the 

ǎƛǘǳŀǘƛƻƴ ǘƘǳǎΣ ΨώǘϐƘŜ ǇǊƻōƭŜƳ ŀǘ ǘƘŜ ƘŜŀǊǘ ƻŦ ǘƘŜ ǘƻǇ-down landowner-centric narrative [...] is that it 

over-ŜƳǇƘŀǎƛȊŜǎ ǘƘŜ ōŜŀǊƛƴƎ ƻŦ ǘƘŜ ƭŀƴŘƻǿƴŜǊΩǎ ǎȅƳōƻƭƛŎ ǇƻǿŜǊ ƻƴ Řŀƛƭȅ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ƭƛŦŜ ƻƴ ǘƘŜ 

ŜǎǘŀǘŜΩ ό.ǳǘƭŜǊ нлмфΣ мтύΦ 

 

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/downstairs - 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, stately mansions, residential properties owned by a landowner may also have included 

ǘŜƴŀƴǘŜŘ ƘƻǳǎŜǎ ŀŎǊƻǎǎ ǘǊŀŎǘǎ ƻŦ ŜǎǘŀǘŜ ƭŀƴŘΦ ¢ƘŜǎŜ ƘƻǳǎŜǎ ǊŀƴƎŜŘ ŦǊƻƳ ǎƳŀƭƭΣ ǿƻǊƪŜǊΩǎ ŎƻǘǘŀƎŜǎ ǘƻ 

άƳƻŘŜǎǘέ ƳŀƴǎƛƻƴǎΣ ŀƴŘ ŦǊƻƳ ǾŜǊƴŀŎǳƭŀǊ ōǳƛƭŘƛƴƎǎ ǘƻ ǇƻƭƛǘŜ ŀǊŎƘƛǘŜŎǘǳǊŜΦ ¢ƘŜƛǊ Ƙistoric tenants are 

similarly wide-ranging in their wealth, backgrounds and contributions made to life on the estate. Yet, 

this diversity of tenantry across a country house estate - and the reflexive, often interdependent, 

relationship between tenant and estate - 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 the land agent on an estate is significant to 

ǘƘƛǎ ǎǘǳŘȅ ŀƴŘΣ ƛƴ ǘƘŜ ŀƎŜƴǘΩǎ ǇǊƻŦŜǎǎƛƻƴŀƭ ǊƻƭŜ ŀǎ ŎƘƛŜŦ ƳŜŘƛŀǘƻǊ ǿƛǘƘƛƴ ŀƴŘ ōŜǘǿŜŜƴ ƴŜǘǿƻǊƪǎ ƻŦ 

country house affiliation, frequently testifies to the diversity of social position within an otherwise 

ƘƻƳƻƎŜƴƛǎŜŘ ΨǎŜǊǾŀƴǘΩ ƎǊƻǳǇ ŘŜŦƛƴŜŘ ōȅ ǘƘŜƛǊ Ǉƻǎƛǘƛƻƴ ƻŦ ŘŜŦŜǊŜƴŎŜ ǘƻ ǘƘŜ ƭŀƴŘƻǿƴŜǊΦ 

 

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 on-stage action over backstage activity. Studies 

of historic stage technology - particularly in 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 

Goethem 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 broadly considered 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 Ian West argue that this is an area particularly ripe for unpicking 

the varied ŀƴŘ ŎƻƳǇƭŜȄ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ǎŜǊǾŀƴǘǎΩ ǊƻƭŜǎ ǿŜǊŜ ŀŘŀǇǘŜŘ ǘƻ ŎƘŀƴƎƛƴƎ ŎƛǊŎǳƳǎǘŀƴŎŜǎ ŀƴŘ ǘƻ 

mastering the management of technologies that they were highly unlikely to have at home (2016). 

Indeed, it is a topic that I pick up in chapter 3 of this thesis, which looks at the backstage management 

ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜΦ hƴŜ ƻŦ ǘƘŜ ǊŜŀǎƻƴǎ ŦƻǊ ǘƘŜ ǎŎŀǊŎƛǘȅ ƻŦ ƘǳƳŀƴ ǇŜǊǎǇŜŎǘƛǾŜǎ ƻƴ ōŀŎƪǎǘŀƎŜ 

practices is their inherently embodied nature; I discuss this aspect of theatrical practice in 1.3.6 

Embodiment and Material Culture. 

 

With this section I 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 

ƻŦ DƛǊƻǳŀǊŘΩǎ ǿƻǊƪΣ 5ŀƴŀ !ǊƴƻƭŘ ǿǊƛǘŜǎΣ ƛƴ ǊŜǎǇŜŎǘ ǘƻ ΨώΦΦΦϐ ǘƘŜ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ƘƛǎǘƻǊƛŎŀƭ ŀǊŎƘƛǾŜ ŀƴŘ ƛǘǎ 

interrogation and explanation through the biographical subject/object [...] we impose our 

ŜȄǇŜŎǘŀǘƛƻƴǎ ƻŦ ƎŜƴŘŜǊ ǇŜǊŦƻǊƳŀƴŎŜ ƻƴ ǘƘŜ ǎƻŎƛŀƭ ǊŜŀŘƛƴƎǎ ƻŦ ŀǊŎƘƛǘŜŎǘǳǊŜΩ όнллнΣ момύΦ !ǇǇǊƻǇǊƛŀǘŜŘ 

and extrapolated 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 (see also West 1999, 107). Indeed, this goes 

ǎƻƳŜ ǿŀȅ ǘƻ ŜȄǇƭŀƛƴ ǘƘŜ ǇŀǊŀŘƻȄ ŀǘ ǘƘŜ ƘŜŀǊǘ ƻŦ ǘƘŜ ǎƛƳǇƭƛŦƛŎŀǘƛƻƴ ƻŦ ǎŜǊǾŀƴǘǎΩ ǎǘƻǊƛŜǎ ƛƴ ŎƻǳƴǘǊȅ 

ƘƻǳǎŜǎΥ ƛŦ ǿŜ ƛƴǘŜǊǊƻƎŀǘŜ ǘƘŜ ǎǇŀŎŜǎ ƻŦ ŎƻǳƴǘǊȅ ƘƻǳǎŜǎ ŦƻǊ άǎŜǊǾŀƴǘǎέΣ ǿŜ ǿƛƭƭ ŦƛƴŘ ǘƘŜ Ƴƻǎǘ ŜǾƛŘŜƴŎŜ 

of their presence 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 theatricals, but we must also attempt not 

to impose our social expectations of the space on the space. 

1.3.5 Archives 

Central to asking who is and is not present in historiographies of private theatricals - and country 

house entertainment, more broadly - is 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 provide the 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 

foundational 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 Collections Archive (DCA) included its 

contextualisation in country house and estate archives more broadly (2023a).12 The material in a 

country house or estate archive - as conceived from the perspective of an organising archivist - 

ƎŜƴŜǊŀƭƭȅ ŎƻƳǇǊƛǎŜǎ ΨŜǎǘŀǘŜ ǇŀǇŜǊǎΣ ǿƘƛŎƘ ŘƻŎǳƳŜƴǘ ǘƘŜ ǊǳƴƴƛƴƎ ƻŦ ǘƘŜ ŜǎǘŀǘŜ ŀƴŘ ǘƘƻǎŜ ǿƘƻ ƘŀǾŜ 

worked and lived there, and family papers, which document the personal and professional business 

ƻŦ ǘƘŜ ƭŀƴŘƻǿƴƛƴƎ ŦŀƳƛƭȅΩ ό.Ǌƻǿƴǎƻƴ нлноŀΣ онΤ ǎŜŜ ŀƭǎƻ ²ƘƛǘŜ Ŝǘ ŀƭΦ мффнΤ wƻȅŀƭ /ƻƳƳƛǎǎƛƻƴ ƻƴ 

Historical Manuscripts 1996; Perry 2019). Beyond their coverage of the same overarching themes, the 

key characteristic of country house and estate archives is their idiosyncrasy. As Brownson summarises, 

Ψŀ ƎŜƴŜǊŀƭ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ŜǎǘŀǘŜ ŀǊŎƘƛǾŜǎ ŀƭǿŀȅǎ Ŏƻƴǘŀƛƴǎ ǘƘŜ ƛƳǇƻǊǘŀƴǘ ŎŀǾŜŀǘ ǘƘŀǘ ŜǾŜǊȅ ŀǊŎƘƛǾŜ ƛǎ 

specific to the location, history and purview of the estate with which it originated. [...] [E]ach archive 

ƛǎ ŀ ǳƴƛǉǳŜ ǊŜŎƻǊŘ ƻŦ ǘƘŜ ǳƴƛǉǳŜ ŜŎƻƭƻƎȅ ƻŦ ƛǘǎ ǇŜƻǇƭŜΣ ƛǘǎ ǇŀǎǘΣ ŀƴŘ ƛǘǎ ǇǊŜǎŜƴǘΩ όнлноŀΣ нтύΦ 

 

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 the academy or without the particular understanding 

of the conditions of managing country house and estate archives, there remains an outdated 

ŀǎǎƻŎƛŀǘƛƻƴ ǘƘŜǊŜƛƴ ǿƛǘƘ ΨŀƴǘƛǉǳŀǊƛŀƴƛǎƳ ŀƴŘ ǘƘŜ ŦŀƭǎŜ ǇŜǊŎŜǇǘƛƻƴ ǘƘŀǘ ǘƘŜȅ ǊŜǇǊŜǎŜƴǘ ǘƘŜ ƛƴǘŜǊŜǎǘ ŀƴŘ 

views of the laƴŘŜŘ ŜƭƛǘŜΩ όbƻǊǘƘ ²Ŝǎǘ aǳǎŜǳƳǎΣ [ƛōǊŀǊƛŜǎ ŀƴŘ !ǊŎƘƛǾŜǎ /ƻǳƴŎƛƭ нллпΣ нмΤ ό.Ǌƻǿƴǎƻƴ 

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 engage with related 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 organising principles of country house and estate archives: family papers become 

 
12 .ǊƻǿƴǎƻƴΩǎ ƭƛǘŜǊŀǘǳǊŜ ǊŜǾƛŜǿ ƛǎ ǊŜŎƻƳƳŜƴŘŜŘ ǊŜŀŘƛƴƎ ŦƻǊ ƛǘǎ ŘŜǇǘƘ ŀƴŘ ŎƻǾŜǊŀƎŜ ƻŦ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ 
country house and estate archives. While it is currently unpublished, at the time of writing Brownson can be 
contacted via her institutional affiliation at University College London. 
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associated with the house, while estate papers - and 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 of separation 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 mid-20th century; that is, many such archive collections 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, 24-26). Vicki Perry has estimated that, as of 2019, while 

300 properties that could be described as country houses or country house estates were in the care 

of the National Trust, and over 1,600 privately-owned houses were members of the Historic Houses 

association, only 80 country house archive collections remained in situ (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 for my own 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 (Perry 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 spatial and material characteristics of 

ŀƴ ŀǊŎƘƛǾŜ ōǳƛƭŘƛƴƎ ŀƴŘ ǘƘŜ ǿŀȅǎ ƛǘ ƳŀƴŀƎŜǎ ŀ ǊŜǎŜŀǊŎƘŜǊΩǎ ŜƴŎƻǳƴǘŜǊ ǿƛǘƘ ǘƘŜ ŀǊŎƘƛǾŜ ƳŀǘŜǊƛŀƭ Ŏŀƴ 

have a profound effect on the ways in which that material is experienced, authorised and then 

sublimated into knowledge (Mbembe 2002; Robinson 2010). Thus, for Brownson, while their contents 

broadly cover many of the same themes, as described above, a country house archive remains in situ, 

while an estate archive has been divorced from its originating location (2023a, 26). I employ 

.ǊƻǿƴǎƻƴΩǎ ŘƛǎǘƛƴŎǘƛƻƴ ƎƻƛƴƎ ŦƻǊǿŀǊŘΦ 

 

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 the collection, and work within specific 

circumstances and constraints (Brownson 2023a, 33-50). 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). Budgetary 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 

acknowledged 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 sources - namely, the Banks and Burney 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 newly-catalogued archive 

collection, or newly-appreciated by a researcher for their theatrical perspective (McGirr 2011; Watson 

2011; Jordan 2019; Hubberstey 2024). All the studies cited here are incisive, scholarly, and - in a 

relatively nascent field within both theatre and country house history - vital. Yet, often the individual 

case-studies 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 product 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 I 

have outlined above, the existence and significance of historic private performance 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 subsequently fail 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.  

 

¢ƘŜǊŜ ŀǊŜ ǎƻƳŜ ƴƻǘŀōƭŜ ŜȄŎŜǇǘƛƻƴǎΥ IǳōōŜǊǎǘŜȅ ŀƴŘ DŜǊŀǊŘΩǎ ǇŀǇŜǊΣ ŀǎ ŘƛǎŎǳǎǎŜŘ ŀōƻǾŜΣ ƭƛƴƪŜŘ 

9ƭƛȊŀōŜǘƘ ¸ƻǊƪŜΩǎ ǘƘŜŀǘǊƛŎŀƭǎ ǘƻ ƳǳŎƘ ōǊƻŀŘŜǊ ǇƻƭƛǘƛŎŀƭ ŀƴŘ ǎƻŎƛŀƭ ƘƛǎǘƻǊƛŜǎ όнлнрύΣ ǿƘƛƭŜ DŀǊŘƴŜǊΩǎ 

research on Plas Newydd has extended the conceptual boundary of the house 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 reframe the 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 public and private settings 
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(Coates, D. pers. comm. 2025).13 In 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 and - to some degree - luck, for un- or partly-catalogued material. TƘƻǳƎƘ /ƻŀǘŜǎΩǎ 

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 broadly or, even, to amateur theatrical activity specifically, including 

newspaper and magazine cuttings, programmes for performances and, sometimes, photographs of 

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

collections that underpin a number of other publications. 

 

Lƴ ōƻǘƘ ŀƴ ŀǊǘƛŎƭŜ ƻƴ /ƘŀǘǎǿƻǊǘƘΩǎ DǊŀŦǘƻƴ tŀǇŜǊǎ ό.Ǌƻǿƴǎƻƴ нлноōύ - a collection of multiple volumes 

of scrapbooks (see below for more on this discrete collection) - and 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 

ǳƳōǊŜƭƭŀ ǘŜǊƳ ƻŦ ΨŜǇƘŜƳŜǊŀΩΣ ǎƘŜ ŜȄǇƭŀƛƴǎΣ ΨώƻϐŦǘŜƴ ŀƭǊŜŀŘȅ ƳŀǊƎƛƴŀƭ in institutional archives, wherein 

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 

ǇǊŀŎǘƛŎŜǎ ƻŦ ǎǳŎƘ ǊŜǇƻǎƛǘƻǊƛŜǎΩ όнлноōΣ олуύΦ ¢ƘŜ ŀǊŎƘƛǾŜ ƳŀǘŜǊƛŀƭ that has best served research on 

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 pertaining 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 foreground. Programmes, 

newspaper clippings and cast photographs all, in the main, record on-stage 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 an auŘƛŜƴŎŜΩǎ ǊŜŀŎǘƛƻƴ Ƴŀȅ ōŜ ǊŜŎƻǊŘŜŘ ƛƴ ƴŜǿǎǇŀǇŜǊ 

column inches, but frequently, this view panders to high-profile individuals. In mostly recording the 

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

composition, as discussed above. 

 

 
13 From September 2024 to October 2025, I 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 years of research. Through observation and informal discussion during catch-up 
meetings, I 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 even can 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 development - and not without its own 

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

NT Live, see Read 2014; Zhou 2020; Byrne 2021) - it invites us to question the extent to which historic 

performance practices are paper-bound, where else we might find evidence of past performance and 

how we go about interpreting that evidence. Indeed, in broadening the scope and definition of 

ΨǇŜǊŦƻǊƳŀƴŎŜΩ ǘƻ ƛƴŎƭǳŘŜ ŎǳƭǘǳǊŀƭ ǇŜǊŦƻǊƳŀƴŎŜǎΣ ǇŜǊŦƻǊƳŀƴŎŜ ǎŎƘƻƭŀǊǎ ƘŀǾŜ ƴƻǘŜŘ ǘƘŜ ŜȄŎƭǳǎƛƻƴŀǊȅ 

role writing and documentary archives have played in making and shaping history, privileging the 

ǿǊƛǘǘŜƴ ŀŎŎƻǳƴǘ ƻǾŜǊ ΨƻǊŀƭ ƻǊ ŜȄǇǊŜǎǎƛǾŜ ǘǊŀŘƛǘƛƻƴǎΩ ό.ǳǊǘƻƴ ό9Řύ нллсΣ тΤ ǎŜŜ ¢ŀȅƭƻǊ нллоύΦ ¢ƘƻǳƎƘ 

undoubtedly upholding the structures of power that have dominated western history, even more 

traditional country house archives are not limited to the care and cataloguing of documentary 

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

example.  

 

²ǊƛǘƛƴƎ ƛƴ нллсΣ !ƴǘƻƛƴŜǘǘŜ .ǳǊǘƻƴ ŎƻƳƳŜƴǘŜŘ ƻƴ ǘƘŜ ΨǊŜǎǇŜŎǘŀōƛƭƛǘȅΩ ƎŀƛƴŜŘ ōȅ ƻǊŀƭ ƘƛǎǘƻǊȅ ƻǾŜǊ ǘƘŜ 

ǇǊŜǾƛƻǳǎ нр ȅŜŀǊǎΣ ƴƻǘƛƴƎ ǘƘŜƛǊ ǊƻƭŜ ƛƴ ΨƘŜƭǇώƛƴƎϐ ǘƻ ǇǊƛȊŜ ƻǇŜƴ ŎŀƴƻƴƛŎŀƭ ƴƻǘƛƻƴǎ ƻŦ ǿƘŀǘ Ŏƻǳƴǘǎ ŀǎ ŀƴ 

ŀǊŎƘƛǾŜΩ όнллсΣ оύΦ [ŜŘ ōȅ 5ŜōƻǊŀƘΣ 5ǳŎƘŜǎǎ ƻŦ 5ŜǾƻnshire, and arguably testifying to her more 

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 existence 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 

ŀƴŘ ŜƴǊƛŎƘ 5ǳŎƘŜǎǎ 5ŜōƻǊŀƘΩǎ ǇǳōƭƛǎƘŜŘ ǿƻǊƪ ƻƴ ǘƘŜ ŜǎǘŀǘŜ ǿƘƛŎƘΣ ōȅ ǘƘŜ nature of her perspective, 

broadly adheres to a narrative of productivity - a 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 tradition 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 (CH11) - a discrete 

collection of archive material spanning 15 boxes in the DCA that was bequeathed 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 

tŀǇŜǊǎ ŎƻƴǘǊƛōǳǘŜ ǎƛƎƴƛŦƛŎŀƴǘƭȅ ǘƻ ǘƘƛǎ ǘƘŜǎƛǎΣ ŀƴŘ ǎƻ ƛǘ ƛǎ ǿƻǊǘƘ ŜƭŀōƻǊŀǘƛƴƎ ƻƴ .ǊƻǿƴǎƻƴΩǎ ŦƛƴŘƛƴƎǎΦ14 

.ǊƻǿƴǎƻƴΩǎ ǊŜǎŜŀǊŎƘ ƛŘŜƴǘƛŦƛŜŘ ŀ ǇŀǘǘŜǊƴ ƻŦ ƛƴƘŜǊƛǘŀƴŎŜ ǘƘŀǘ ǎŀǿ ǎŎǊŀǇōƻƻƪǎ ŀƴŘ ŀƭōǳƳǎ ƻŦ ƴŜǿǎǇŀǇŜǊ 

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

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

Frederick Martin was the son of Gilson Martin, the Land Agent from 1881-1908; Walter Longden, the 

son of George Longden - gardener to, among others, the Martins; while Tom Grafton, depositor and 

namesake of the final colƭŜŎǘƛƻƴΣ ŀƴŘ рс ȅŜŀǊǎ ²ŀƭǘŜǊΩǎ ƧǳƴƛƻǊΣ ǿƻǊƪŜŘ ƛƴ ǘƘŜ ŦƻǊŜǎǘǊȅ ǘŜŀƳΦ .ȅ 

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

postcards, Brownson established kinship and connections between estate families otherwise only 

ŎƛǊŎǳƳǎǘŀƴǘƛŀƭƭȅ ǘƛŜŘ ōȅ ǘƘŜƛǊ ǊŜǎǇŜŎǘƛǾŜ ǇǊƻŦŜǎǎƛƻƴŀƭ ǊƻƭŜǎ ƻƴ ǘƘŜ ŜǎǘŀǘŜΦ Lǘ ǿŀǎ DǊŀŦǘƻƴΩǎ мффп ƻǊŀƭ 

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 archive cŀƴ Ŏƻƴǘŀƛƴ ΨǘƻǘŀƭΩ ƪƴƻǿƭŜŘƎŜ όнллсΣ пύ - it is always 

partial - and if, as Diana Taylor has outlined, performance activity in its broadest terms resists a written 

ƭŜƎŀŎȅ όнллоύΣ ǎƘƻǳƭŘ ǿŜ ŜǾŜƴ Ǉƻǎƛǘƛƻƴ ǘƘŜ ƛƴǎǘƛǘǳǘƛƻƴŀƭ ŀǊŎƘƛǾŜ ŀǎ ǘƘŜ ΨǇǊƻƎŜƴƛǘƻǊ ƻŦ ƪƴƻǿƭŜdge 

ǇǊƻŘǳŎǘƛƻƴΩ όǎŜŜ ŀōƻǾŜύ ŦƻǊ ǇŜǊŦƻǊƳŀƴŎŜ ƘƛǎǘƻǊƛŜǎΚ ¢ƘŜ ƴŜȄǘ ǎŜŎǘƛƻƴ ǊŜǎǇƻƴŘǎ ǘƻ ǘƘƛǎ ǉǳŜǎǘƛƻƴ ōȅ 

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 collections. 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 

 
14 .ǊƻǿƴǎƻƴΩǎ ŀǊǘƛŎƭŜ ƛǎ ƛƴ ŘƛŀƭƻƎǳŜ ǿƛǘƘ ǘƘƛǎ ǘƘŜǎƛǎ ƛƴ ŀ ƴǳƳōŜǊ ƻŦ ǿŀȅǎΥ ƘŜǊ ŦƛƴŘƛƴƎǎ ŘǊŀǿ ƻƴ ǎƻƳŜ ƻŦ ǘƘŜ 
original research contained herein - specifically that from 3.5.2 Behind-the-scenes: George Longden - while the 
Grafton Papers have provided the way in ǘƻ ǳƴŘŜǊǎǘŀƴŘƛƴƎ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊƛŎŀƭǎ ƛƴ ǘƘŜ ƭŀǘŜ мфǘƘ ŎŜƴǘǳǊȅΦ 
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 scholarly value 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 1.3.8 Collaboration, but 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 

labour-saving devices (as outlined in 1.3.3 Entertainment above), 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, I consider the two arenas of embodied knowledge and material culture as intertwined, an 

understanding of private theatrical material culture - as 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, with the results 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 made in-roads to widen 

access into backstage crafts (Southern 1937, 1952). His work bridges 19th- and 20th-century 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 late 19th century, as mentioned in 1.2.3 

/ƘŀǊŀŘŜǎΣ ¢ŀōƭŜŀǳȄ ±ƛǾŀƴǘǎ ŀƴŘ tǊƛǾŀǘŜ ¢ƘŜŀǘǊƛŎŀƭǎΦ {ƻǳǘƘŜǊƴΩǎ ǘŜȄǘǎ ǊŜƳŀƛƴ ŀ ǾŀƭǳŀōƭŜ ǎƻǳǊŎŜ ŦƻǊ 

understanding the evolution of technical theatrical practices through this period. Southern was 

himself a practitioner, and the research of practitioners remains central to understanding historic 

technical theatre practices. By virtue of their own practices as well as research, Wendy Waszut-Barrett 

and Grit Eckert have made - and continue to make - valuable contributions to the study of 19th-century 

scene-painting techniques, and of the communities and ecologies in which scene-painters operated in 

both Britain and the US, providing a much-overlooked human perspective to the discourse that 

complements and extends the more technical 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 19th-century theatres. For example, it 

was the rediscovery of scenic cloths that prompted the curator 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 

execution from 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, 19th-century theatre at 

Normansfield Hospital in south-west London (Rowe 1999; Earl 2010; Thompson and Lennard 2013; 

Langdon Down Museum of Learning Disability 2025). Furthermore, arguably it is the prominence of 

the painted proscenium arch, and the existence of a stock of historic scenery that has prompted 

ǊŜǎŜŀǊŎƘ ƻƴ /ƘŀǘǎǿƻǊǘƘΩǎ ǘƘŜŀǘǊŜΣ ƛƴŎƭǳŘƛƴƎ ǘƘƛǎ ǘƘŜǎƛǎΦ 

 

This relationship between extant 19th-century theatrical material and research into the practical or 

technical aspects of 19th-century private performance has contributed to scholarly oversight of this 

area. It is widely understood that there is a dearth of material evidence of 19th-century 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, acknowledge the 

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 point in the 19th century, built private theatres or converted 

existing spaces to accommodate them (2017). Where the theatres themselves no longer wholly exist, 

ƎƛǾŜƴ WŜǊŜƳȅ aǳǎǎƻƴΩǎ ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ ǘƘŜ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ŘǊŜǎǎƛƴƎ-up box (2002), described in 

Entertainment above, it seems highly likely that material traces of 19th-century 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 Chatsworth, 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 historic private theatres across Europe.15 The work 

undertaken on the 18th-century 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 scale, period 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 

Drottningholm to ƛƴǘŜǊǊƻƎŀǘŜ ǘƘŜ ōǳƛƭŘƛƴƎΩǎ ƘƛǎǘƻǊȅ ŀƴŘ ōƻǘƘ ƛǘǎ ƘƛǎǘƻǊƛŎ ŀƴŘ ŎƻƴǘŜƳǇƻǊŀǊȅ ǇǊŀŎǘƛŎŜ ƻŦ 

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

the theatre, employing historic scenic methods and reanimating much of the original stage 

 
15 Many of these can be identified via a website dedicated to historic theatres across the continent (Jung 
2025), while still others are coming to light as research progresses (see 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 presentation and research of 

Drottningholm speak in a large part to its 18th-century identity. How should we understand the 

backstage culture of a 19th-century 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 experience - though they are all rooted in professional practice, as opposed to amateur or 

ǇǊƛǾŀǘŜΦ ¢ƘŜ ŦƛǊǎǘ ƛǎ ¢ǊŀŎȅ /ŀǘǘŜƭƭΩǎ tƘ5 ǘƘŜǎƛǎ ǿƘƛŎƘ ŜȄǇƭƻǊŜǎΣ ƛƴ ǇŀǊǘΣ ǘƘŜ ǊƻƭŜ ƻŦ ŀ ǎǘŀƎŜ ƳŀƴŀƎŜǊ ƛƴ 

the 19th century (2015). Cattell identifies the title being employed for a number of individuals with a 

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 someone overseeing behind-the-scenes activity would 

ǊŜǉǳƛǊŜΦ ¢Ƙƛǎ ƛǎ ǊŜŦƭŜŎǘŜŘ ƛƴ /ƘǊƛǎǘƻǇŜǊ .ŀǳƎƘΩǎ ǘǊŀƴǎƭŀǘƛƻƴ ƻŦ WΦ-tΦ aƻȅƴŜǘΩǎ муто ǘŜȄǘ ǘƘŀǘ ŜƭǳŎƛŘŀǘŜǎ 

life backstage in a professional theatre, and which often humorously details the exasperating job of 

backstage managers and prompts in working with actors. Such a human-centred approach is the 

ŎŜƴǘǊŀƭ ǘƘŜǎƛǎ ƻŦ /ƘǊƛǎǘƛƴ 9ǎǎƛƴΩǎ ǿƻǊƪ ό9ǎǎƛƴ нлмсΣ нлнмύ ǿƘƛŎƘΣ ǇŜǊƘŀǇǎ ƳƻǊŜ ǘƘŀƴ ŀƴȅ ƻǘƘŜǊ 

scholarship, seeks to highlight and value the labour and communities that underpin onstage activity. 

9ǎǎƛƴΩǎ ǿƻǊƪ ŎƘƛƳŜǎ ŎƭƻǎŜƭȅ ǿƛǘƘ ǘƘŜ ǇŜǊǎǇŜŎǘƛǾŜ ǘŀƪŜƴ ōȅ ǘƘƻǎŜ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ǎŎƘƻƭŀǊǎ ŜƴƎŀƎŜŘ ǿƛǘƘ 

overturning the upstairs/downstairs paradigm and giving primacy to the voices of those who perhaps 

knew the ins and outs of their places of work better than anyone.  

 

The scholars highlighted here - Eckert, Waszut-Barrett, Cattell, Moynet (and Baugh), Essin - are 

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 attending 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 survive - traces that are best appreciated by working in 

collaboration with those that know them best. I explore this interweaving in my Methodology, but it 

is the theme of collaboration that I explore in the next and final section of this 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 houses - such as the National Trust and 

English Heritage - working in collaboration with each other and the academy. Regionally, for example, 

the Yorkshire Country House Partnership, consisting of 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 

country 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 estates, from 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 paradigm-shifting 

research identified 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 between heritage 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 specifically-curatorial impact - for example, practical, open-access and 

accessibly-ǿǊƛǘǘŜƴ ΨǘƻƻƭƪƛǘǎΩ ƘŀǾŜ ōŜŜƴ ŘŜǾŜƭƻǇŜŘ ŎƻƭƭŀōƻǊŀǘƛǾŜƭȅ ōȅ ǇǊŀŎǘƛǘƛƻƴŜǊǎ ŀƴŘ ŀŎŀŘŜƳƛŎǎ ǘƻ 

support researchers and collection management teams across the spectrum of properties owned by 

the Trust (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 industry-academy collaboration, the Collaborative Doctoral Award (CDA) and 

Collaborative Doctoral Partnership (CDP) models - UK Research and Innovation initiatives wherein 

non-academic organisations partner with higher education institutions to support PhD projects with 

mutually beneficial outcomes - have been particularly impactful in offering opportunities for deep and 

detailed research work that might otherwise by stymied by industry pressures. Projects have ranged 

from elite womenΩǎ ƭƛǘŜǊŀǊȅ ŀƎŜƴŎȅ ŀƴŘ Ƙŀōƛǘǎ όIǳōōŜǊǎǘŜȅ нлнмΤ /ǊƻǿǘƘŜǊ нлноύ ǘƻ ǘƘŜ ǊƻƭŜ ƻŦ ƎǊŀŦŦƛǘƛ 

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 Sheffield, whose thesis addressed an 

ƛƴǘŜǊǎŜŎǘƛƻƴŀƭ ŦŜƳƛƴƛǎǘ ƎŀǇ ƛƴ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ŀƴŘ ƳŀƴŀƎŜƳŜƴǘ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ŀǊŎƘƛǾŜΣ ǘƘŜ ǾŀƭǳŜ ƻŦ 

which is already evident through this literature review (see particularly 1.3.5 Archives) (Brownson 

2023a). In a complementary article, Brownson elucidated the power of the CDA model, specifically 

ŘǊŀǿƛƴƎ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ƻǇǇƻǊǘǳƴƛǘƛŜǎ ŦƻǊ ΨǎƭƻǿΩ ŀǊŎƘƛǾƛƴƎ - a term coined by archive scholars working 

ǘƻǿŀǊŘǎ ǘƘŜ ŘŜŎƻƭƻƴƛǎŀǘƛƻƴ ƻŦ ŀǊŎƘƛǾŜǎ ΨǘƘŀǘ ƛƴǎƛǎǘǎ ƻƴ ǎƭƻǿƛƴƎ ŘƻǿƴΣ ǊŜ-examining and then disrupting 
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ǘƘŜ ΨǎŜŜƳƛƴƎƭȅ ōŜƴƛƎƴ ǇǊŀŎǘƛŎŜǎ ŀƴŘ ǇǊƻŎŜǎǎŜǎ ƻŦ ǘƘŜ ǇǊƻŦŜǎǎƛƻƴΩΩ ό.Ǌƻǿƴǎƻƴ нлноōΣ оноΤ /ƘǊƛǎǘŜƴ ŀƴŘ 

Anderson 2019, 90) - and the radical potential of this approach for drawing out the voices of those 

otherwise silenced by the biases and practical constraints of 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 (2015-2019) based at the University of 

Sheffield, whose research unearthed valuable accounts of the rich lives 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 publicly-accessible 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 existing body of ǿƻǊƪ ōȅ /ƘŀǘǎǿƻǊǘƘΩǎ 

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 to the power of individual houses to redirect their own research 

agendas, the production of both databases is a pragmatic, time-saving solution to fielding countless 

enquiries from members of the public wishing to learn more about their genealogical connections to 

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 historic tenantry 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 across the grain 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 

/ǊŜŀǘƛǾƛǘȅ ό/ƻƴǊƻȅ нлнрύΦ ¢ƘŜǊŜ ƛǎ ǎŎŀƴǘ ƛƴŦƻǊƳŀǘƛƻƴ ǇǳōƭƛŎƭȅ ŀǾŀƛƭŀōƭŜ ȅŜǘΣ ōǳǘ ǘƘŜ ǇǊƻƧŜŎǘΩǎ 

development by Rachel Conroy suggests something of an overlap with the University of Oxford, where 

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

ǳƴƪƴƻǿƴΤ ŎŜǊǘŀƛƴƭȅΣ /ƻƴǊƻȅΩǎ ōŀŎƪƎǊƻǳƴŘ ŀǎ ŀ ǎŎƘƻƭŀǊ ŀƴŘ ŎǳǊŀǘƻǊ ƻŦ ŘŜŎƻǊŀǘƛǾŜ ŀǊǘǎ Ƴŀȅ ǎǳƎƎŜǎǘ ŀƴȅ 

inclusion of theatrically-related 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 histories for 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 property of Lyme Park, Cheshire, reinstated a temporary 

ǎǘŀƎŜ ƛƴ ǘƘŜ [ƻƴƎ DŀƭƭŜǊȅ ǘƻ ǊŜŎŀƭƭ ǘƘŜ [ŜƎƘ ŦŀƳƛƭȅΩǎ ŜƴǘƘǳǎƛŀǎƳ ŦƻǊ ǇǊƛǾŀǘŜ ǘƘŜŀǘǊƛŎŀƭǎ ŀǘ ǘƘŜ ǘǳǊƴ ƻŦ 

the 20th century (Anonymous 2012). The property used this as an opportunity to engage the public 

by staging a production of a one-act 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, has engaged in a number of public-facing 

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

ǇǊƻǇŜǊǘȅ ǎǳǇǇƻǊǘŜŘ ǇŜǊŦƻǊƳŜǊ {ŜƛǊƛƻƭ 5ŀǾƛŜǎΩǎ ƳǳǎƛŎŀƭ ŀŘŀǇǘŀǘƛƻƴ ƻŦ ǘƘŜ aŀǊǉǳŜǎǎΩǎ ǘƘŜŀǘǊƛŎŀƭ ƘƛǎǘƻǊȅ 

(Davies 2017), and in 2023 created artist-led installations to evoke the elaborate theatrical costumes 

ǎƻƭŘ ōȅ ŀǳŎǘƛƻƴ ƛƴ мфлр ǘƻ ǇƻǎǘƘǳƳƻǳǎƭȅ Ǉŀȅ ǘƘŜ aŀǊǉǳŜǎǎΩǎ ŘŜōǘǎ ό/ƘŀƴŘƭŜǊ нлноύΦ {Ŝŀǘƻƴ 5ŜƭŀǾŀƭ 

Hall in Northumbria, another National Trust property, gutted by fire in 1822 and left as a shell, has 

embraced both the theatrical bent of its original architect, Sir John Vanbrugh, and its 18th-century 

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

¢ǊǳǎǘΩǎ ǿŜōǎƛǘŜΣ ǘƘŜ ƘƻǳǎŜ ōƻth serves as a metaphorical stage set for the stories of the Delaval family 

- former owners of the site - ŀƴŘ Ŏƻƴǘŀƛƴǎ ŀ Ψ.ŀǊƻǉǳŜ-ƛƴǎǇƛǊŜŘ ǘǊŀǾŜƭƛƴƎ ǘƘŜŀǘǊŜΩΣ ŀ ƳƛƴƛŀǘǳǊŜ ǎǘŀƎŜ ƻƴ 

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 from a wider cultural practice. When consulted in 2022, 

ǘƘŜ bŀǘƛƻƴŀƭ ¢ǊǳǎǘΩǎ /ǳƭǘǳǊŀƭ IŜǊƛǘŀƎŜ /ǳǊŀǘƻǊ ŦƻǊ bƻǊǘƘ ²ŀƭŜǎ ǿŀǎ ƴƻǘ ŀǿŀǊŜ ƻŦ [ȅƳŜ tŀǊƪΩǎ ǘƘŜŀǘǊƛŎŀƭ 

ŜƴŘŜŀǾƻǳǊǎ ǘŜƴ ȅŜŀǊǎ ŜŀǊƭƛŜǊΣ ƻǊ ǘƘŀǘ ǘƘŜ aŀǊǉǳŜǎǎ ƻŦ !ƴƎƭŜǎŜȅΩǎ ŦƭŀƳōƻȅŀƴǘ ǘƘŜŀǘǊƛŎŀƭǎ ǘƻƻƪ ǇƭŀŎŜ 

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 her research to interpret Lyme Park in 2012, 

ŀƴŘ ±ƛǾ DŀǊŘƴŜǊ Ƙŀǎ ǿƻǊƪŜŘ ŎƭƻǎŜƭȅ ǿƛǘƘ tƭŀǎ bŜǿȅŘŘ ƛƴ ǘƘŜƛǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ рǘƘ aŀǊǉǳŜǎǎΩǎ 

theatricals (Carney, A. pers. Comm. August 2024; Chennell, D. pers. Comm. July 2022). While cross-

disciplinary collaboration is vital for bringing new perspectives to country house histories, the 

consultation of theatre historians by curators of historic houses reflects the erasure of 19th-century 

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. Burton Constable in East Yorkshire are desirous of 

reinstating a private theatre they know to have been present in one of their rooms in the mid-19th 

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

on Embodiment 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 large objects? 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, such as 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 

ǊŜǇƻǊǘ ŦƻǊ .ǳǊǘƻƴ /ƻƴǎǘŀōƭŜΩǎ ǎŎŜƴŜǊȅΣ ǳƴŘŜǊǘŀƪŜƴ ōȅ ŀƴ ŜƳƛƴŜƴǘ ŦƛƴŜ ŀǊǘ ŎƻƴǎŜǊǾŀǘƻr, in which 

language more commonly associated with fine art is used over theatrical terminology (Guerreiro 

нлнмύΦ CƻǊ ŜȄŀƳǇƭŜΣ ǘƘŜ ŎƻƴǎŜǊǾŀǘƻǊ ǎǳƳƳŀǊƛǎŜǎ ǘƘŜ ǘŀƭƭΣ ƘƛƴƎŜŘ ǇŀƴŜƭǎ ŀǎ ΨŘƛǇǘȅŎƘǎΩ - a word far 

ǊŜƳƻǾŜŘ ŦǊƻƳ ǘƘŜ ǘƘŜŀǘǊƛŎŀƭ ŀƭǘŜǊƴŀǘƛǾŜǎΣ ǎǳŎƘ ŀǎ ΨǿƛƴƎǎΩΣ ΨƭŜƎǎΩ ƻǊ ΨŦƭŀǘǎΩΦ ¢Ƙƛǎ ǳǎŜ ƻŦ ƭŀƴƎǳŀƎŜ ǎŜǊǾŜǎ 

to emphasise aesthetic value over function, and pushes towards an approach of conservation-in-

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. However, if this 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 for a two-

way bridge 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, I have 

tried to highlight the porousness at the edges of each discipline 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 contribǳǘŜǎ ǘƻ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ DƛǊƻǳŀǊŘΩǎ ǎƻŎƛƻ-spatial perspective of 

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 country houses, 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 missing from 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 country house, in looking beyond on-stage 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 research that begins 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 archive - in its paper, oral and embodied forms - in a 

different light. Thiǎ ƭŀǘǘŜǊ ŀǇǇǊƻŀŎƘ Ƙŀǎ ǘƘŜ ǇƻǘŜƴǘƛŀƭ ǘƻ ŘƛǎǊǳǇǘ ǘƘŜ ΨǘƻǇ-ŘƻǿƴΩ ŎƻǳƴǘǊȅ ƘƻǳǎŜ ƴŀǊǊŀǘƛǾŜ 

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 spatial residues 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 remains to embed 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 well-established 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 methods and methodologies from the intersection 

of ethnography, performance research and embodiment. As such, the methodological approach 

reaches towards interdisciplinarity. ²ƻƭŦƎŀƴƎ YǊƻƘƴ Ǉƻǎƛǘǎ ǘƘŀǘ ΨƳƻǎǘ ƛƴǘŜǊŘƛǎŎƛǇƭƛƴŀǊȅ ǊŜǎŜŀǊŎƘ 

projects are organized around real-world cases [and] that these cases have to be understood with all 

ǘƘŜƛǊ ŎƻƴǘƛƴƎŜƴǘ ŦŜŀǘǳǊŜǎ ŀƴŘ ŎƛǊŎǳƳǎǘŀƴǘƛŀƭ ŎƻƴŘƛǘƛƻƴǎΩ (2017, 41). As the product of a Collaborative 

Doctoral Award (CDA), this PhD project is, to all intents and purposes, a real-world case: it broadly 

addresses the problem and specific organisational context identified in 1.1 Introduction. The 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 - 

ǊŜǎǇƻƴŘƛƴƎ ǘƻ ŎƻƭƭŜŀƎǳŜǎΩ ŜƴǉǳƛǊƛŜǎΣ ǎǳǇǇƻǊǘƛƴƎ ƛnternal projects, adapting daily to the tensions and 

circumstances of a privately-owned mansion that receives over 600,000 visitors a year (Chatsworth 

House Trust 2023, 7) - ŦƛƎǳǊŜǎ ŀǎ ƻƴŜ ƻŦ ǘƘŜ ΨŎƛǊŎǳƳǎǘŀƴǘƛŀƭ ŎƻƴŘƛǘƛƻƴǎΩ ǘƘŀǘ ǎƘŀǇŜŘ ōƻǘƘ ǘƘŜ ǇǊƻŎŜǎǎ 

and progress of this project. The methods for collecting data and the methodological frameworks 

through which both the methods and the data have been understood have had to be flexible, 

pragmatic and responsive. 

1.4.1 Buildings Archaeology 

Despite its associations with temporally distant civilizations - be those prehistoric, Classical, etc - 

archaeology can be seen to be ƳƻǊŜ ōǊƻŀŘƭȅ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ΨǘƘŜ ƳŀǘŜǊƛŀƭ ǊŜƳŀƛƴǎ ƻŦ ƘǳƳŀƴ ǎƻŎƛŜǘƛŜǎ 

ŦǊƻƳ ŀƭƭ ǇŜǊƛƻŘǎΩ (Hicks and Beaudry 2006, 1). Its broad and adaptable application, with a scope to 

explore material culture in relation to any society, is perhaps why Susie West found it remarkable that 

archaeologists had swerved the country house as a case study site for so long (1999 as discussed in 

1.3.2 Architecture, etc above). The study of standing buildings within archaeology adopts a systematic 

stratigraphic and visual analysis of a building to determine its phases of change (Shapland 2020). For 

this study, I undertook a visual analysis and photographic record of the spaces of the Theatre - the 

gallery, the boxes and the stage - to gain an initial understanding of its phasing, learn about the 

materials used and identify any specific features that might be significant. The main sources of 

contextualisation for buildings archaeologists are not generally available for private theatres; Historic 

9ƴƎƭŀƴŘΩǎ ƭƛǎǘƛƴƎ ƎǳƛŘŜ ŦƻǊ /ǳƭǘǳǊŜ ŀƴŘ 9ƴǘŜǊǘŀƛƴƳŜƴǘ notes country houses as a site for performance, 

pre-1700, but is henceforth concerned with public buildings (Historic England 2017, 13). In its specific 
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criteria for listing designation - ie. those aspects of a public theatre that make it particularly important 

- ǘƘŜ ƎǳƛŘŜ ǎǘŀǘŜǎ ǘƘŀǘ ǘƘŜ ΨǎǳǊǾƛǾŀƭ ƻŦ ǎǘŀƎŜ ŜǉǳƛǇƳŜƴǘ ƛǎ ŀƭǿŀȅǎ ǎƛƎƴƛŦƛŎŀƴǘΩ όƛōƛŘΦ ǇΦ нмύΣ ȅŜǘ ŦǳǊƴƛǎƘŜǎ 

no further information on how to identify, date or understand the functionality of such equipment; 

the select bibliography (all of which has been consulted for this thesis) is concerned only with 

architectural development. Following his visit to Chatsworth in 2005, Wilmore noted the rare 

existence of a range of technical items pertaining to the theatre - ΨŜƭŜŎǘǊƛŎŀƭ ƭƛƎƘǘƛƴƎ ōŀǘǘŜƴǎΩΣ ΨǎƳŀƭƭ 

early electric follow-ǎǇƻǘǎΣ ŀƴŘ ŦƻƻǘƭƛƎƘǘ ǇƛƭƭŀǊǎΩ (2005, 46) - alongside a stash of tickets and seating 

ǇƭŀƴǎΦ ¢ƘŜ ǇŀǇŜǊ ǘǊŀŎŜǎ ƻŦ ²ƛƭƳƻǊŜΩǎ ŦƛƴŘƛƴƎǎ ǎǳǊǾƛǾŜ ǘƻŘŀȅ ƛƴ ǘƘŜ ŀǊŎƘƛǾŜ (DE/CH/7), but without 

technical knowledge of stage operation or illustrative images, the equipment is harder to identify. An 

examination of the sub-stage 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, this removal was not possible. .ŜǘǿŜŜƴ ²ƛƭƳƻǊŜΩǎ Ǿƛǎƛǘ 

and my own record of the Theatre and its surrounding spaces, many objects and items were moved, 

and there is no record of the subsequent whereabouts of the moveable equipment. With the help of 

the Head of Collections, I searched the Granary - a large space in the attics of the Stable Block that is 

today used to store an assortment of objects - to no avail. These important material traces of the 

¢ƘŜŀǘǊŜΩǎ ƭƛŦŜ ƘŀǾŜ ōŜŜƴ ŘƛǾƻǊŎŜŘ ŦǊƻƳ ǘƘŜƛǊ ŎƻƴǘŜȄǘ and, in the process, stripped of their significance; 

they may even, quite possibly, be lost. Moreover, the careful retention and cataloguing of the related 

documents point to a privileging of paper-based archive material over objects that accords both with 

the historiography of the country house and its obfuscation of functionality in favour of aesthetics, 

and that of the documentary archive as the primary site of knowledge production (a point I develop 

in 1.4.3 (Auto)ethnography, etc). 

 

How a record is made of a site, and then how that record becomes meaningful, are key concerns in 

post-processual approaches to archaeology (Shanks 2007). History is made, not in the evidence itself, 

but in how that evidence is understood and interpreted. My engagement here with an archaeological 

methodology is a development from my aŀǎǘŜǊΩǎ degree, through which I nurtured a particular 

interest in a biographical approach to the study of buildings. It is to this area of interpretation that I 

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

 

As I outlined in the Literature Review (1.3.2 Architecture, etc), buildings archaeology has historically 

been concerned with the study of vernacular buildings - those buildings constructed without a named 

designer and often built from local materials (Brunskill 1987). An early desire, from the 1950s, to 

understand local, regional and national trends in vernacular building led to a strong typological 



65 

approach (Fox and Raglan 1951), which provided a framework for the field for the subsequent two 

and a half decades. While later (and parallel) scholarship moved away from concerns with typology, it 

likewise sought overarching narratives to explain shifts and patterns in long-term, regional or national 

building developments, such as W. G. IƻǎƪƛƴǎΩ ΨDǊŜŀǘ wŜōǳƛƭŘƛƴƎΩ (1953) ŀƴŘ aŀǘǘƘŜǿ WƻƘƴǎƻƴΩǎ 

ΨDŜƻǊƎƛŀƴ hǊŘŜǊΩ (1992). Such approaches were criticised for obscuring the nuances and diversity of 

human and material agency (Hicks and Horning 2006, 280; Lucas 2006, 39) and, broadly, these grand 

ƴŀǊǊŀǘƛǾŜǎ ǿŜǊŜ ǊŜƧŜŎǘŜŘ ƛƴ ŦŀǾƻǳǊ ƻŦ Ψǿŀȅǎ ǘƘŀǘ ŀŎƪƴƻǿƭŜŘƎŜ ώΧϐ ǘƘŜ ǎǘǊŀƴƎŜƴŜǎǎ ŀƴŘ ƻǘƘŜǊƴŜǎǎ ƻŦ 

ǘƘŜ ǇŀǎǘΩ (Johnson 1999, 69). A biographical interpretation of buildings is one such way. 

 

While there are a number of ways to interpret even ǘƘŜ ŀǇǇƭƛŎŀǘƛƻƴ ƻŦ ΨōƛƻƎǊŀǇƘȅΩ ǘƻ ŀ ōǳƛƭŘƛƴƎ (Lucas 

2006, 40; Mytum 2010), this thesis considers 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 building.16 As I 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 feeling through 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 large - both physically and temporally - from engraving their names in 

windowpanes to wearing down the same stone steps through decades of use. Granular changes to 

the fabric of a building are as of much interest to an archaeologist as larger ones, concerned as we are 

ǿƛǘƘ ǘƘŜ ΨǎƳŀƭƭ ǘƘƛƴƎǎ ŦƻǊƎƻǘǘŜƴΩ (Deetz 1977) - Ψthose commonplace material objects [or changes] that 

might lend us understanding of the practice of everyday life in the pastΩ (Jones 2012, 16).      

 

Such a reflexive relationship accords with the social perspective of ǎƻŎƛƻƭƻƎƛǎǘΣ !ƴǘƘƻƴȅ DƛŘŘŜƴǎΩǎ, 

theory of structuration, whereby individual agency and overarching 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 ways (1986)Φ /ƛǘƛƴƎ DƛŘŘŜƴǎΩǎ ǘƘŜƻǊȅ ƛǎ ƴƻǘ ƻƴƭȅ ǳǎŜŦǳƭ ŦƻǊ ǘƘŜ ƛŘŜŀǎ ƛǘ 

invokes regarding the reflexivity of physical structures 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 Class). Given that a biographical study is concerned with the interplay between, on 

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

with how buildings influence social structures and vice versa. 

 
16 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 York (Gilchrist 1997; Giles 2000; Jenkins 2013). 
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¢ƘƻǳƎƘ ŘƛǎŎǳǎǎƛƴƎ ŎŀǎǘƭŜǎΣ aŀǘǘƘŜǿ WƻƘƴǎƻƴΩǎ ǎǳƳƳŀǊȅ ƻŦ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǇŜƻǇƭŜ ŀƴŘ 

buildings is pertinent both to my own methodological thinking and the findings contained herein 

regarding the presentation of space at Chatsworth on the occasion of private performances: 

ΨLŦ ǿŜ ǿŀƴǘ ǘƻ ǳƴŘŜǊǎǘŀƴŘ Ƙƻǿ ǘƘŜȅ ώŎŀǎǘƭŜǎϐ ǿƻǊƪŜŘ ŀǎ ŜƭƛǘŜ ǎǘǊǳŎǘǳǊŜǎΣ ǿŜ ƘŀǾŜ ǘƻ 

understand them as backdrops in front of which and through which the identities of men 

ŀƴŘ ǿƻƳŜƴ ǿŜǊŜ ΨǇƭŀȅŜŘ ƻǳǘΩΦ !ƴŘ ǘƘƻǎŜ ōŀŎƪŘǊƻǇǎ ǿŜǊŜ ƳŀƴƛǇǳƭŀǘŜŘ ǿƛǘƘ ŀƭƭ ǘƘŜ ŎŀǊŜ 

and skill of a theatre production. As the identities of the protagonists changed, so did the 

ƳŜŀƴƛƴƎǎ ƻŦ ǘƘŜ ǇƘȅǎƛŎŀƭ ǎǘǊǳŎǘǳǊŜǎΣ ŜǾŜƴ ǿƘŜǊŜ ǘƘŜƛǊ ŦƻǊƳ ǊŜƳŀƛƴŜŘ ǘƘŜ ǎŀƳŜΩ (2002, 3). 

WƻƘƴǎƻƴ ŜƳǇƭƻȅǎ ǘƘŜ ǿƻǊŘ ΨǇǊƻǘŀƎƻƴƛǎǘǎΩ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭǎ ŀǘ ǘƘŜ ŎŜƴǘǊŜ ƻŦ Ƙƛǎ ǊŜǎŜŀǊŎƘΣ 

indicating a style of writing that is, perhaps, more akin to narrative than, say, report. Indeed, narrative 

is a fundamental component of a biographical interpretation of buildings, used to particular success 

in the United States (Dolkart 2012), the discourse around which has evolved into methods and modes 

of storytelling as a tool for public engagement (Praetzellis 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 that undertaking research with ŀƴ ΨŜƴƎŀƎƛƴƎΩ ƻǳǘǇǳǘ in mind can 

influence the ways in which that research is undertaken (2010; 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 

ΨŎƛǊŎǳƳǎǘŀƴǘƛŀƭ ŎƻƴŘƛǘƛƻƴǎΩ (Krohn 2017, 41) of the production of this thesis. That is, the research was 

undertaken and a number of other outputs were produced in order to engage a range of audiences, 

ƛƴŎƭǳŘƛƴƎ /ƘŀǘǎǿƻǊǘƘΩǎ ŎƻƭƭŜŎǘƛƻƴǎ ǘŜŀƳ ŀƴŘ ǾƛǎƛǘƻǊǎ ǘƻ ƛǘǎ ƻƴƭƛƴŜ ōƭƻƎ (Calf 2020b, 2020a, 2021, 2025). 

/ƻƴǘǊƛōǳǘƛƻƴǎ ǘƻ /ƘŀǘǎǿƻǊǘƘΩǎ ǎƻŎƛŀƭ ƳŜŘƛŀ ǇƭŀǘŦƻǊƳǎ - its blog and the Instagram account of the 

collections department (@ChatsworthArt) - were a part of the agreement made between the CDA 

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

part of its collaborative nature. The methods of research for this thesis, then, across 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 records was a fundamental (and enjoyable) part of the 

research process. Indeed, it was always anticipated to be so. In the early 2000s, a stash of documents 

ǊŜƭŀǘƛƴƎ ǘƻ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜ ǿŀǎ ǊŜŘƛǎŎƻǾŜǊŜŘ ǳƴŘŜǊ ǘƘŜ ǎǘŀƎŜΣ before being catalogued and 

stored amidst the rest of the archive όǎŜŜ ǘƘŜ ŀōƻǾŜ ǊŜŦŜǊŜƴŎŜ ǘƻ ²ƛƭƳƻǊŜΩǎ ǳƴŎƻǾŜǊƛƴƎ ƻŦ ǘƘŜŀǘǊƛŎŀƭ 
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material). Yet, without sufficient time and appropriate expertise, the significance of the papers 

contained therein could not be fully appreciated (cf. Wilmore 2005). The existence of this collection is 

partly responsible for the creation of this project and was anticipated to be a major contributing 

source. From the outset, then, the design of this project has been rooted in the possibilities afforded 

ōȅ /ƘŀǘǎǿƻǊǘƘΩǎ ŀǊŎƘƛǾŜΦ 

 

The Devonshire Collections Archive (DCA) comprise some 6,500 archive boxes, the vast 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 similarly-sized estate archives. 

!ǎ [ǳŎȅ .Ǌƻǿƴǎƻƴ ƴƻǘŜǎ ƛƴ ƘŜǊ ΨŎƻǳƴǘŜǊŦŀŎǘǳŀƭ ƘƛǎǘƻǊȅΩΣ the DCA has Ψlargely avoided any catastrophic 

losses through natural or accidental disasters such as flood or fireΩ (2023a, 96), nor has it suffered 

significant losses through sale or deliberate censorship (cf. Bailey 2008). Where gaps and erasures in 

the papers can be identified, they correspond, in the main, to the sale of various properties over the 

centuries; broadly speaking, when a house was sold, the related paperwork went with it (Brownson 

2023a, 95-104). 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 20th 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 site. Relevant collections within the DCA, then, include family papers relating to 

the 6th, 7th and 8th Dukes of Devonshire (CS6, DF4; DF5; CS8, DF6), estate records from the 

/ƘŀǘǎǿƻǊǘƘ 9ǎǘŀǘŜ hŦŦƛŎŜ ό59κ/IύΣ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ŘǊŀǿƛƴƎǎ ό!w/ύΣ ²ȅŀǘǾƛƭƭŜΩǎ ŀǊŎƘƛǘŜŎǘǳǊŀƭ Ǉƭŀƴǎ ό²¸ύ 

and, from related collections, the Grafton Papers (CH11) - and many others, besides. Further 

collections were consulted to establish the scope of this study, such as the collection relating to 

Penrhos College (CH4), a girlsΩ school that relocated to Chatsworth during the Second World War. 

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

ƛƴǾŀƭǳŀōƭŜ ŦƻǊ ǇǊƻǾƛŘƛƴƎ ŀ ǊƛŎƘŜǊ ƎǊƻǳƴŘƛƴƎ ƛƴ /ƘŀǘǎǿƻǊǘƘΩǎ нлth-century history. 

 

However, it is one thing to identify collections with the potential to be relevant, but it is quite another 

to consult them. For example, the 6th Duke of Devonshire (1790-муруύΣ ǘƘŜ ǇǊƻƎŜƴƛǘƻǊ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ 

north wing, was an avid and ardent collector, both of objects and of papers. He was a keen 

correspondent, diarist and scrapbooker. Of the papers relating to the 6th Duke, the correspondence 
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series alone (DF4/1) comprises 1,155 individual letters and a further 13 volumes of scrapbooked ones. 

[ŀǳǊŀ 9ƴƎŜƭ Ƙŀǎ ŎƻƴŎŜƛǾŜŘ ƻŦ ΨǘƘŜ ǇŜǊŦƻǊƳŀƴŎŜ ƻŦ ŀǊŎƘƛǾŀƭ ǊŜǎŜŀǊŎƘΩ ŀǎ ΨǊŜƭŀǘŜŘ ǘƻ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ 

ǘƻǳǊƛǎƳΩ (2019, 3)Φ ²ƘƛƭŜ 9ƴƎŜƭΩǎ ŎƻƴŎŜǊƴ ƛǎ ƳƻǊŜ ǿƛǘƘ ǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊ ǳǎŜǎ ǘƘŜƛǊ 

senses to position themself in relation to archival material and their findings therein, her coining of 

ǘƘŜ ǇƘǊŀǎŜ ΨŀǊŎƘƛǾŀƭ ǘƻǳǊƛǎǘΩ ŎƘƛƳŜǎ ŀǎ ƳǳŎƘ ǿƛǘƘ ǘƘŜ Ǉƻǎƛǘƛƻƴ ƻŦ ŀ ǊŜǎŜŀǊŎƘŜǊ ŦŀŎŜŘ ǿƛǘƘ ŀ vast and, 

ultimately, unknowable terrain. 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), but conversations with locals (archivists and curators), as well as unplanned detours 

and an evolving knowledge of the site, have the potential to reveal beauty spots off the beaten track. 

 

Navigating the DCA required all of the above. Having identified some specific collections, prior 

grounding in the research of buildings guided me towards searching for specific types of sources - 

namely, architectural plans, maps, building accounts and images of the north wing (Barson (Ed) 2019). 

The catalogue was then consulted, using search terms that evolved as new information came to light. 

CƻǊ ŜȄŀƳǇƭŜΣ ƛǘ ōŜŎŀƳŜ ŀǇǇŀǊŜƴǘ ǘƘŀǘ Ψ¢ƘŜŀǘǊŜΩ Ƴŀȅ ƴƻǘ ƘŀǾŜ ōŜŜƴ ǳǎŜŘ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ǊƻƻƳ ǳƴŘŜǊ 

ŎƻƴǎƛŘŜǊŀǘƛƻƴΣ ǎƻ ǘƘŜ ǘŜǊƳǎ ǿŜǊŜ ŜȄǇŀƴŘŜŘ ǘƻ ƛƴŎƭǳŘŜ Ψ.ŀƭƭǊƻƻƳΩΣ ŜǘŎΦ /ƻƴǾŜǊǎŀǘƛƻƴǎ ƻǾŜǊ ŎǳǇǎ ƻŦ ǘŜŀ 

led the archivists to suggest other avenues I might consider; for example, I spent a considerable 

amount of time chasing the provenance of seven Regency theatre lights, sold at auction as part of an 

attic sale in 2010. The assistant archivist had been working through the auction catalogue and thought 

I might be interested. While I 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, from which 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 alone. 

 

While the DCA is remarkably well catalogued, it is subject to some of the budgetary, staffing and 

circumstantial constraints seen across the sector (see 1.3.5 Archives). As such, historic papers turn up 

in unexpected places across the house - or elsewhere - and, to be subsumed into the organisational 

framework of the archive, are necessarily catalogued apart from their counterparts. There are also 

items which remain uncatalogued. For example, the cataloguing of the correspondence series of 

Blanche Cavendish (1812-1840) (DF13/1), niece of the 6th Duke, was being undertaken by a volunteer 

during the research phase of this project. Aware of my research, the volunteer drew my attention to 

three letters she believed would be of relevance mere days after she had read them; I would not have 

been able to identify these letters through the catalogue prior to her work and, due to the fact that 
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ǘƘŜ ǾƻƭǳƴǘŜŜǊΩǎ ǇǊƻƧŜŎǘ ǿŀǎ ƻƴƎƻƛƴƎ ŀǘ ǘƘŜ ǘƛƳŜ Ƴȅ ǊŜǎŜŀǊŎƘ ŜƴŘŜŘΣ ǘƘŜǊŜ Ƴŀȅ ǿŜƭƭ ōŜ ŦǳǊǘƘŜǊ ƭŜǘǘŜǊǎ 

of relevance of which I am not aware. ¢Ƙƛǎ ŜȄŀƳǇƭŜ ƛǎ ŀƭǎƻ ǊŜǾŜŀƭƛƴƎ ƻŦ Ƙƻǿ Ψthe gendered politics of 

power shape the very infrastructure of the Devonshire Collection ArchivesΩ (Brownson 2023a, 123; 

Daybell 2016)Φ IŀŘ ǘƘŜ ŎŀǘŀƭƻƎǳƛƴƎ ƻŦ .ƭŀƴŎƘŜΩǎ ƭŜǘǘŜǊǎ ōŜŜƴ ǇǊƛƻǊƛǘƛǎŜŘ ŜŀǊƭƛŜǊΣ ƘŜǊ ǾƻƛŎŜ ŀƴŘ 

perspective may have featured more heavily in the narrative of this research. While a logical and 

systematic scrutiny of the DCA was therefore attempted, the most useful data was often a result of 

my position as an embedded researcher and the relationships I was able to develop (see the next 

section). 

 

Of particular use to the research of the Theatre in the period of the 8th Duke - 1895 to 1907 - were 

papers originating from the estate office: accounts books, correspondence, tickets to the theatricals, 

ǎŜŀǘƛƴƎ Ǉƭŀƴǎ ƻŦ ǘƘŜ ŀǳŘƛǘƻǊƛǳƳ ŀƴŘ ΨōƻȄ ƻŦŦƛŎŜΩ ǊŜŎƻǊŘǎ (see chapters 3 to 5). In maintaining a foothold 

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 

construction 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 theatricals. Due 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 male presence that obscures the 

presence of women, who appeared in the archive material more marginally. However, not wishing to 

reinforce this obfuscation - and by reinforcing, worsen it - I 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 digitised civic and demographic 

records - in particular, census data, and birth, marriage and death records - newspaper records and 

the Servants and Staff Database (Chatsworth House Trust 2019). Following the lifting of restrictions in 

place from COVID-19, towards the end of my data-gathering phase, I consulted the papers of Dr. 

Edward Mason Wrench at the University of Nottingham Manuscripts and Special Collections (GB 159 

Wr), ǇŀȅƛƴƎ ǇŀǊǘƛŎǳƭŀǊ ŀǘǘŜƴǘƛƻƴ ǘƻ ƳŜƴǘƛƻƴǎ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜΣ ǘƘŜŀǘǊƛŎŀƭǎ ŀƴŘ ǿƻǊƪƛƴƎ 

community in his diaries and cyclostyled letters for the years 1895 to 1907. While part of the archival 

methodology for this thesis was a deep and detailed exploration of the affordances of the DCA for 

ǿƘŀǘ ƛǘ ǊŜǾŜŀƭǎ ŀōƻǳǘ /ƘŀǘǎǿƻǊǘƘΩǎ ƻǿƴ ƘƛǎǘƻǊȅΣ ŜǾƛŘŜƴŎŜ ŦǊƻƳ ²ǊŜƴŎƘΩǎ ǇŀǇŜǊǎ ǳƴŘŜǊǇƛƴǎ Ƴŀƴȅ ƻŦ 
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ǘƘŜ ŦƛƴŘƛƴƎǎ ƛƴ ŎƘŀǇǘŜǊ пΦ ¢ƘŜ Ŏƻƴǎǳƭǘŀǘƛƻƴ ƻŦ ²ǊŜƴŎƘΩǎ ŀǊŎƘƛǾŜΣ ǘƘŜǊŜŦƻǊŜΣ ǎŜǊǾŜǎ ǘƻ ƘƛƎƘƭƛƎƘǘ ǘƘŜ 

opportunities for historical enrichment brought by expanding an archival scope. 

 

IƻǿŜǾŜǊΣ ŀƴ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ /ƘŀǘǎǿƻǊǘƘΩǎ ŀǊŎƘƛǾŜ ŜȄǘŜƴŘŜŘ ōŜȅƻƴŘ ǘƘŜ ǇŀǇŜǊ ǘǊŀŎŜǎ ƛǘ ŎƻƴǘŀƛƴŜŘΦ 

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 researcher there. I 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 guidelines). Invoking Achille 

aōŜƳōŜΩs conception of the power of the archive as a spatial quality (Mbembe 2002), Antoinette 

.ǳǊǘƻƴ ǿǊƛǘŜǎ ƻŦ ǘƘŜ ŀǊŎƘƛǾŜ ŀǎ Ψŀ ƳŀǘŜǊƛŀƭ ǇǊŜǎŜƴŎŜ ǿƘƛŎƘ ǎǘǊǳŎǘǳǊŜǎ ŀŎŎŜǎǎ ώΧϐ ŀƴŘ ǿŀǘŎƘŜǎ ƻǾŜǊ 

users both literally and figuratively. For if the official archive is a workplace, it is also a panopticon 

whose claim to total knowledge is matcƘŜŘ ōȅ ƛǘǎ ŎŀǇŀŎƛǘȅ ŦƻǊ ǘƻǘŀƭ ǎǳǊǾŜƛƭƭŀƴŎŜΩ (2006, 9)Φ .ǳǊǘƻƴΩǎ 

statements serve to highlight, by contrast, the atypical liberty I experienced in accessing, perusing and 

physically engaging with the DCA. ²ƘŜǊŜ .ǳǊǘƻƴΩǎ ƛƳŀƎƛƴŜŘ ǊŜǎŜŀǊŎƘŜǊ ƛǎ ŀ ΨǎǘŜŀƭǘƘ ǎǘǊŀǘŜƎƛǎǘΩ όƛōƛŘΦύΣ 

I had the relative ŦǊŜŜŘƻƳǎ ƻŦ 9ƴƎŜƭΩǎ ΨŀǊŎƘƛǾŀƭ ǘƻǳǊƛǎǘΩ (Engel 2019). 

 

Much of the consultation of the estate papers, which proved so fruitful, was undertaken in the former 

Laundry - a large room that today forms one of the four main archive storage areas, and which sits 

directly beneath the Theatre. To reach the Laundry from the offices occupied today by the collections 

team, you must walk down and along former servantsΩ stairs 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 onto the stage of the Theatre itself. The sources of data that underpin this thesis - built space 

and archive - became folded within themselves. The significance to the methodology of my immersion 

in the physical, relational and 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. I invoke (auto)ethnography and 

embodiment not to describe a pre-considered method to gather data, but to acknowledge that data 

that was gathered less consciously and to explain the methodological frameworks through which I 

herein interpret and write about that data. 

 

As mentioned at various points throughout this Methodology, the nature of my CDA partnership with 

Chatsworth involved sustained periods of onsite research; I worked onsite for two to three days per 
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week for a period of around 18 to 24 months (excluding 6 months of the COVID-19 lockdown, from 

March to September 2020), followed by further sporadic days over the subsequent 12 months. I was 

inducted into the processes for independently accessing both the house - which entailed a number of 

security measures and an increasing familiarity with the labyrinthine former service spaces - and the 

DCA - both procedurally and spatially, as described above, and also through training in using the 

archive catalogue to identify material myself. Once working days had been established, I was allotted 

a specific space to work in among the collections team and, through a series of informal meetings, 

came to know many of the individuals working across the curatorial, exhibitions and development 

teams. We regularly crossed paths in the small staff kitchen on tea breaks thereafter. As part of the 

collaboration, a number of outputs and contributions were pre-agreed to be made and delivered as 

my research unfolded. I named the agreed outputs above (1.4.1 Buildings Archaeology), but my 

contributions to the work of the collections and curatorial staff further involved: augmenting the 

archive catalogue with extra detail; writing and giving talks on and in the Theatre to external, 

ƛƴǘŜǊŜǎǘŜŘ ƎǊƻǳǇǎΤ ŎƻƴǘǊƛōǳǘƛƴƎ ǘƻ ōƻǘƘ ŀ ǘŜƭŜǾƛǎŜŘ ŘƻŎǳƳŜƴǘŀǊȅ ƻƴ /ƘŀǘǎǿƻǊǘƘ ŀƴŘ ǘƘŜ ǾƛǎƛǘƻǊǎΩ 

multimedia guide to the house on the topics of the Theatre and the north wing, respectively; and, 

supporting the production of a series of short films on the architectural development of Chatsworth 

and its collections, in collaboration with the Institute for Classical Architecture and Art (ICAA) in New 

York. 

 

In her ethnographic study of a professional theatrical rehearsal process, performance scholar, Gay 

aŎ!ǳƭŜȅΣ ƴƻǘŜǎ Ƙƻǿ Ƴŀƴȅ ŘƛǊŜŎǘƻǊǎ ǿƛƭƭ ƻƴƭȅ ǇŜǊƳƛǘ ƻōǎŜǊǾŜǊǎ ƛƴǘƻ ǘƘŜ ǊŜƘŜŀǊǎŀƭ ǊƻƻƳ Ψƻƴ ŎƻƴŘƛǘƛƻƴ 

that that person takes on a role in the rehearsal, such as assistant to one of the functionaries in the 

process (director, dramaturg, stage manager) and thereby becomes a pseudo-ƛƴǎƛŘŜǊΩ (2012, 7). While 

I was welcomed more readily than an observer of a rehearsal, I nonetheless became a Ψpseudo-insiderΩ 

at Chatsworth. aƻǊŜƻǾŜǊΣ ǘƻ Ƴȅ ΨǇǎŜǳŘƻ-ƛƴǎƛŘŜǊΩ Ǉƻǎƛǘƛƻƴ L ōǊƻǳƎƘǘ ǘƘŜ ŜƳōƻŘƛŜŘ ǎƪƛƭƭ ƻŦ Ƴȅ ǇǊŜǾƛƻǳǎ 

background as a performer along with an attendant sensibility for storytelling (Bush-Bailey 2002); 

speaking on camera, to an audience, into a microphone - as required for part of the contributions I 

made - was familiar to me, as was working with audio-visual media more broadly. That the skills and 

experience ǊŜǉǳƛǊŜŘ ŦƻǊ Ƴȅ ΨǇǎŜǳŘƻ-ƛƴǎƛŘŜǊΩ ǊƻƭŜ ǿŜǊŜ ŀǳǘƘŜƴǘƛŎ ōƭǳǊ ǘƘŜ ǇǊŜŦƛȄ ƻŦ ΨǇǎŜǳŘƻΩ ŀƴŘ further 

implicate my involvement. 

 

aŎ!ǳƭŜȅΩǎ ǎǘǳŘȅ is highly useful for reflecting on my own positionality within the culture of Chatsworth 

and, in part, is ǿƘȅ L ƘŀǾŜ ƛƴŎƭǳŘŜŘ ΨŀǳǘƻΩ ƛƴ ǇŀǊŜƴǘƘŜǎŜǎ ōŜŦƻǊŜ ΨŜǘƘƴƻƎǊŀǇƘȅΩΦ In their survey 

introduction to autoŜǘƘƴƻƎǊŀǇƘȅΣ /ŀǊƻƭȅƴ 9ƭƭƛǎ ŜǘΦ ŀƭΦ ŜȄǇƭŀƛƴ ǘƘŀǘ ΨǿƘŜƴ ǊŜǎŜŀǊŎƘŜǊǎ Řƻ ethnography, 
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ǘƘŜȅ ǎǘǳŘȅ ŀ ŎǳƭǘǳǊŜΩǎ ǊŜƭŀǘƛƻƴŀƭ ǇǊŀŎǘƛŎŜǎ ώΧϐ ŀƴŘ ǎƘŀǊŜŘ ŜȄǇŜǊƛŜƴŎŜǎ ŦƻǊ ǘƘŜ ǇǳǊǇƻǎŜ ƻŦ ƘŜƭǇƛƴƎ 

ƛƴǎƛŘŜǊǎ όŎǳƭǘǳǊŀƭ ƳŜƳōŜǊǎύ ŀƴŘ ƻǳǘǎƛŘŜǊǎ όŎǳƭǘǳǊŀƭ ǎǘǊŀƴƎŜǊǎύ ōŜǘǘŜǊ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ŎǳƭǘǳǊŜΩ (2011, 

275-276). Yet, this is never an exercise from which the ethnographer is divorced. As James Clifford 

ŘŜǎŎǊƛōŜŘΣ ŦƻǊ ǘƘŜ ŜǘƘƴƻƎǊŀǇƘƛŎ ǊŜǎŜŀǊŎƘŜǊΣ ǘƘŜ ŜȄŜǊŎƛǎŜ ƛǎ Ψŀ Ŏƻƴǘƛƴǳƻǳǎ ǘŀŎƪƛƴƎ ōŜǘǿŜŜƴ ǘƘŜ ΨƛƴǎƛŘŜΩ 

ŀƴŘ ǘƘŜ ΨƻǳǘǎƛŘŜΩ ƻŦ ŜǾŜƴǘǎΤ ƻƴ ǘƘŜ ƻƴŜ ƘŀƴŘ ƎǊŀǎǇƛƴƎ ǘƘŜ ǎŜƴǎŜ ƻŦ ǎǇŜŎƛŦƛŎ ƻŎŎǳǊǊŜƴŎŜǎ ώΧϐ 

empathetically, on the other stepping bacƪ ǘƻ ǎƛǘǳŀǘŜ ƳŜŀƴƛƴƎǎ ƛƴ ǿƛŘŜǊ ŎƻƴǘŜȄǘǎΩ (1988, 34; as cited 

in McAuley 2012, 6; see also Tedlock 1991; Ellis and Bochner 2000). The line between 

autoethnography and ethnography is blurred; without acknowledging this explicitly, it is this line that 

is explored in aŎ!ǳƭŜȅΩǎ ƛƴǘǊƻŘǳŎǘƛƻƴ ǘƻ ƘŜǊ ǎǘǳŘȅΦ  

 

L ŘƛŘ ƴƻǘ ǘŀƪŜ ƻōǎŜǊǾŜǊ ŦƛŜƭŘ ƴƻǘŜǎ ƻƴ ǘƘŜ ΨǊŜƭŀǘƛƻƴŀƭ ǇǊŀŎǘƛŎŜǎΩ ōŜǘǿŜŜƴ ǘƘŜ ΨŎǳƭǘǳǊŀƭ ƳŜƳōŜǊǎΩ ƻŦ 

/ƘŀǘǎǿƻǊǘƘΩǎ ǎǘŀŦŦΣ ŀǎ ŀƴ όŀǳǘƻύŜǘƘƴƻƎǊŀǇƘŜǊ ǿƻǳƭŘ ŘƻΤ ǘƘŜ ǿƻǊƪƛƴƎ ŎǳƭǘǳǊŜ ƻŦ /ƘŀǘǎǿƻǊǘƘ ǘƻŘŀȅ ǿŀǎ 

not my focus of study. So, why do I claim an ethnographic methodology? Arguably, in participating in 

(some of) the working culture of Chatsworth, I became complicit in the inherited legacy of previous 

generations of staff and developed a tacit knowledge of these ways of working. The inheritance of an 

entrenched culture is arguably more pronounced on a privately-owned country house estate than in 

any other heritage site; the provenance of the Grafton Papers offers one context in which this 

inheritance is evidenced (see 1.3 5 Archives), yet the personal ties across generations of staff become 

more apparent the more familiar one becomes with both the historic and modern working 

communities. In recovering some of the working modes, cultures and relationships of /ƘŀǘǎǿƻǊǘƘΩǎ 

historic staff, the results of which are told in chapters 3 to 5, I sensed I was making Ψfield notesΩ on the 

cultural practices of the current ƎŜƴŜǊŀǘƛƻƴΩǎ ǇǊŜŘŜŎŜǎǎƻǊǎΦ !ǎ ǎǳŎƘΣ L saw myself as adopting 

ethnographic practices; I became ŀ ΨǇŀǊǘƛŎƛǇŀƴǘ ƻōǎŜǊǾŜǊ ƛƴ ǘƘŜ ŎǳƭǘǳǊŜΩ (Ellis, Adams and Bochner 

2011, 276). Moreover, in the writing up of these ΨŦƛŜƭŘ ƴƻǘŜǎΩ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ǘƘƛǎ ǘƘŜǎƛǎ, I adhered to 

ethnographer, /ƭƛŦŦƻǊŘ DŜŜǊǘȊΩǎ, ƛŘŜŀ ƻŦ ΨǘƘƛŎƪ ŘŜǎŎǊƛǇǘƛƻƴΩ (1973, 3-30), attending as much to the 

ƳƛƴǳǘƛŀŜ ƻŦ ǘƘŜ ŀǊŎƘƛǾŀƭ ŀƴŘ ǎǇŀǘƛŀƭ ƳŀǘŜǊƛŀƭ L ǿƻǊƪŜŘ ǿƛǘƘ ŀǎ ǘƘŜ ΨƭŀǊƎŜǊ ǎǘǊǳŎǘǳǊŜǎ ƻŦ ǘƘŜ ΨƭƻƴƎ ǎǘƻǊȅΩ 

ƻŦ ǿƘƛŎƘ ƛǘ ƛǎ ŀ ǇŀǊǘΩ (McAuley 2012, 9). 

 

!ǘ ǘƘŜ ōƻǳƴŘŀǊƛŜǎ ƻŦ ŜǘƘƴƻƎǊŀǇƘȅΣ ƘƻǿŜǾŜǊΣ ΨώŀϐǳǘƻŜǘƘƴƻƎǊŀǇƘŜǊǎ ǊŜŎƻƎƴƛǎŜ ǘƘŜ ƛƴƴǳƳŜǊŀōƭŜ ǿŀȅǎ 

ǇŜǊǎƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜ ƛƴŦƭǳŜƴŎŜǎ ǘƘŜ ǊŜǎŜŀǊŎƘ ǇǊƻŎŜǎǎΩ (Ellis, Adams and Bochner 2011, 274). This has 

been demonstrated to powerful effect by archaeologists working on the Greenham Common 

²ƻƳŜƴΩǎ tŜŀŎŜ /ŀƳǇΣ ŦƻǊ ǿƘƻƳ ǘƘŜ ǇƻƭƛǘƛŎŀƭ feminist drivers that had brought them to that point 

ǎƘŀǇŜŘ ŀƴŘ ŎƻƴǎǘǊǳŎǘŜŘ ǘƘŜ ΨǎƛǘǳŀǘŜŘ ƪƴƻǿƭŜŘƎŜΩ (Haraway 1988) they produced from it (Marshall, 

Roseneil and Armstrong 2009)Φ Lǘ ƛǎ ƻƴ ǘƘŜ ōŀǎƛǎ ǘƘŀǘ ΨώƪϐƴƻǿƭŜŘƎŜ ǇǊƻŘǳŎŜŘ ŦǊƻƳ ǘƘƛǎ ƻƴǘƻƭƻƎȅ ώΧϐ 
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has the potential to be more robust than knowledge that lacks a critical reflexivity about the conditions 

ƻƴ ƛǘǎ ƻǿƴ ǇǊƻŘǳŎǘƛƻƴΩ όƛōƛŘ., 226) that I discuss my own interests in the CDA project in the Preface to 

this thesis and, by recalling, reiterate 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 

ŦƻǊ ΨŀǳǘƻΩ ŀǎ ǊŜǇǊŜǎŜƴǘƛƴƎ ǘƘŜ ΨŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭΩ ŜƭŜƳŜƴǘ ƻŦ ǘƘŜ ƳŜǘƘƻŘƻƭƻƎy (2011). As such, it 

resonates closely with a biographical buildings approach, as I outlined above. In claiming an 

autoethnographic methodology, then, if not an autoethnographic account, I am acknowledging my 

ƻǿƴ ǇŜǊǎƻƴŀƭ ƘƛǎǘƻǊȅ ƛƴ ǘƘŜ ōƛƻƎǊŀǇƘȅ L ŎƻƴǎǘǊǳŎǘ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜΦ 

 

wŜǘǳǊƴƛƴƎ ǘƻ Ƴȅ ΨǇǎŜǳŘƻ-ƛƴǎƛŘŜǊΩ ǊƻƭŜ ƛƴ ǘƘŜ ŎƻƭƭŜŎǘƛƻƴǎ ǘŜŀƳ ŀǘ /ƘŀǘǎǿƻǊǘƘΣ I wish to pick up the 

spatial implications of this as they pertain to the research process, the ways in which I write about 

space, and the historiographical implications. I have mentioned that a core component of being a 

ΨǇǎŜǳŘƻ-ƛƴǎƛŘŜǊΩ ǿŀǎ ŀƴ ƛƴŎǊŜŀǎƛƴƎ ŦŀƳƛƭƛŀǊƛǘȅ ǿƛǘƘ ǘƘŜ service spaces of the house - a familiarity that 

extended to my engagement with the spatial elements of the DCA. As I worked on other projects with 

the collections team, I also became familiar with the ways in which the service spaces of the house 

intersected with the public ones; I had not appreciated ǘƘŜ ŜȄǘŜƴǘ ǘƻ ǿƘƛŎƘ ǘƘŜ ǾƛǎƛǘƻǊΩǎ ǊƻǳǘŜ ŀǊƻǳƴŘ 

ŀ ƘƛǎǘƻǊƛŎ ƘƻǳǎŜ ŎƻƴǎǘǊǳŎǘŜŘ Ƴȅ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ƛǘ ǳƴǘƛƭΣ ŀǎ ŀ ΨǇǎŜǳŘƻ-ƛƴǎƛŘŜǊΩΣ L ƳƻǾŜŘ ŀǊƻǳƴŘΣ 

across, between and against private and public spaces freely. Moreover, as part of the research 

process, I specifically walked the various routes to the Theatre taken by historic ticket-holders to a 

ƴƛƎƘǘ ŀǘ /ƘŀǘǎǿƻǊǘƘΩǎ theatricals (see chapter 4). Engaging 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 transmission is fundamental in 

ǘƘŜŀǘǊŜ ŀƴŘ ǇŜǊŦƻǊƳŀƴŎŜ ǎǘǳŘƛŜǎΣ ǘƘŜ ǎŎƘƻƻƭǎ ƻŦ ǿƘƛŎƘ ǿŜǊŜ ōǳƛƭǘ ƻƴ ŀ ǊŜƧŜŎǘƛƻƴ ƻŦ ΨώǘϐƘŜ ƘŜƎŜƳƻƴƛŎ 

appropriation of the dramatic text, created for performance, ǘƻ ƭƛǘŜǊŀǊȅ ǎǘǳŘȅ ƻƴ ǘƘŜ ǇŀƎŜΩ (Bush-

Bailey 2002, 6). 5ƛŀƴŀ ¢ŀȅƭƻǊΩǎ ŘƛǎǘƛƴŎǘƛƻƴ ōŜǘǿŜŜƴ ΨǘƘŜ ŀǊŎƘƛǾŜΩ ŀǎ ŀ material source of information 

ŀƴŘ ΨǘƘŜ ǊŜǇŜǊǘƻƛǊŜΩ ŀǎ ŀƴ ŜƳōƻŘƛŜŘ ƻƴŜ ƛǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ƘŜƭǇŦǳƭ both for retrieving traces of past 

performance and for articulating my methodology, tied, as it has thus far been explored, ǘƻ ΨŀǊŎƘƛǾŜΩ 

material (Taylor 2003). For Taylor, ΨώǘϐƘŜ ǊŜǇŜǊǘƻƛǊŜ ώΧϐ ŜƴŀŎǘǎ ŜƳōƻŘƛŜŘ ƳŜƳƻǊȅΥ ǇŜǊŦƻǊƳŀƴŎŜǎΣ 

ƎŜǎǘǳǊŜǎΣ ƻǊŀƭƛǘȅΣ ƳƻǾŜƳŜƴǘ ώΧϐ - in short, all those acts usually thought of as ephemeralΩ όƛōƛŘΦΣ нлύΦ 

{ƘŜ ǿǊƛǘŜǎΣ ΨώŜϐǾŜƴ ǘƘƻǳƎƘ ǘƘŜ ŀǊŎƘƛǾŜ ŀƴŘ ǘƘŜ ǊŜǇŜǊǘƻƛǊŜ ŜȄƛǎǘ ƛƴ ŀ Ŏƻƴǎǘŀƴǘ ǎǘŀǘŜ ƻŦ ƛƴǘŜǊŀŎǘƛƻƴΣ ǘƘŜ 

ǘŜƴŘŜƴŎȅ Ƙŀǎ ōŜŜƴ ǘƻ ōŀƴƛǎƘ ǘƘŜ ǊŜǇŜǊǘƻƛǊŜ ǘƻ ǘƘŜ ǇŀǎǘΩ (ibid., 21). 
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¢ŀȅƭƻǊΩǎ ǘƘŜƻǊȅ ǊŜǎƻƴŀǘŜǎ ǿƛǘƘ ǎǇŀǘƛŀƭ ǊŜŀŘƛƴƎǎ ƻŦ ōǳƛƭŘƛƴƎǎΣ ǿƘŜǊŜƛƴ ΨǘƘŜ ŀǊŎƘƛǘŜŎǘǳǊŜ ǘƘŀǘ ǎǳǊǊƻǳƴŘǎ 

ǎǇŀŎŜΩ (Arnold 2002, 134) and the floorplans through which so many country houses have thus far 

been spatially analysed (1.3.2 Architecture, etc) ŦǳƴŎǘƛƻƴ ŀǎ ΨǘƘŜ ŀǊŎƘƛǾŜΩ ŀƴŘ ǘƘŜ ŜƳōƻŘƛŜŘ ǿŀȅǎ ǘƘŀǘ 

ǇŜƻǇƭŜ ƛƴǘŜǊŀŎǘ ǿƛǘƘ ǘƘŜ ǎǇŀŎŜ ŦǳƴŎǘƛƻƴ ŀǎ ΨǘƘŜ ǊŜǇŜǊǘƻƛǊŜΩΦ ²ŀƭƪƛƴƎ ǘƘŜ ǊƻǳǘŜǎ ƻŦ ǎǘŀŦŦΣ ƻǊ ƻŦ ƘƛǎǘƻǊƛŎ 

ǾƛǎƛǘƻǊǎ ǘƻ ŀƴŘ ŀǊƻǳƴŘ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜΣ ŀǎ L ŘƛŘΣ ǘƘŜǊŜŦƻǊŜ ǊŜ-enacted ƘƛǎǘƻǊƛŎŀƭ ŀŎǘƻǊǎΩ ǊŜǇŜǊǘƻƛǊŜ 

and functioned as an embodied way to analyse space (cf. Schneider 2001; Engel 2019). Invoking 

aŎ!ǳƭŜȅΩǎ ǿƻǊƪ ƻƴ ǘƘŜ ǊŜƘŜŀǊǎŀƭ ǇǊƻŎŜǎǎ ŀƴŘ Ƴȅ ƻǿƴ ōŀŎƪƎǊƻǳƴŘ ŀǎ ŀ ǇŜǊŦƻǊƳŜǊΣ ŀ ŎƻƳƳƻƴ 

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, interacting and speaking. It is widely referred to as 

ΨǇǳǘǘƛƴƎ ƛǘ ƻƴ ƛǘǎ ŦŜŜǘΩΣ ǿƘŜǊŜōȅ ΨƛǘΩ ƛǎ ǘƘŜ ǎŎǊƛǇǘ (cf. Bush-Bailey 2002)Φ ²Ŝ ƳƛƎƘǘ ǘǊŀƴǎǇƻǎŜ ¢ŀȅƭƻǊΩǎ 

distinctions of archive and repertoire here: the script can be read as the archive, the embodiment as 

the repertoire. Since floorplans are a part of the archive, in walking the various routes around 

Chatsworth, I was putting the archive on its feet. It is in these terms that I 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 technical objects that are not explained nor illustrated 

by the literature that accords them significance (Historic England 2017). As part of my research, I 

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 fittings. I 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, I 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 onsite research it afforded me and the multiple 

opportunities I gained through undertaking it. While buildings archaeology and documentary research 

offer well-established methods for interrogating the past lives of buildings, an embodied 

understanding of them has been 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 knowledge, while the flexibility of (auto)ethnography offers myriad ways to writing 

about that knowledge. Frequently, with standing buildings, archaeologists are afforded rare degrees 

of access - from cellars to roof spaces, in condemned buildings to magnificent cathedrals - all with an 

intention to measure and record the archive. Yet, these also offer opportunities to attend to the 
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repertoire, to re-enact, to draw on embodied methods to retrieve past behaviours.  Susie West 

questioned 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, I have aimed to construct an original, post-processual approach to 

analysing, interpreting and writing 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 as being a 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 work towards 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 perspective to 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 I have demonstrated, country house scholarship has 

sidelined the historic practice of private performance to the extent that there is scant research 

ŀǾŀƛƭŀōƭŜ ƛƴ ǘƘƛǎ ŦƛŜƭŘ ǘƻ ƛƴŦƻǊƳ ŀƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ¢ƘŜŀǘǊŜ ŀǘ ŀƭƭΦ Lǘ ƛǎΣ ǘƘŜǊŜŦƻǊŜΣ ōƻǘƘ 

necessary and valuable to expand the academic lens and blend country house concerns with 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 I have identified through this chapter. The first is that 

between the theoretical uses of country house space, as explored in relation to the socio-spatial 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 I have illustrated in the Literature Review, 

there exist significant ideological overlaps between country house and theatre scholarship. 

Particularly resonant across both fields is the theme of behind-the-scenes labour, which this thesis will 

explore in Chapter 3. However, the aims of the thesis are not only to bridge gaps between fields but, 

in doing so, to contribute something new to the conversation. 

 



77 

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. Following on 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 evolving, 

even before the room was first used as a social space. The chapter itself is structured around two key 

ǎƘƛŦǘǎ ƛƴ ǘƘŜ ōǳƛƭŘƛƴƎΩǎ ŘŜǾŜƭƻǇƳŜƴǘ ǿƘƛŎƘΣ ǘƘŜ ŎƘŀǇǘŜǊ ŀǊƎǳŜǎΣ ǊŜŦƭŜŎǘ ǘƘŜ ŎƘŀƴƎƛƴƎ ŘŜǎƛǊŜǎ ƻŦ ǘƘŜ 

patron. As such, the chapter contributes to a demonstration 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 conceived - as a 

Banqueting 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 for at the 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 

entertaining guests at Chatsworth. Therefore, the room under consideration in this thesis witnessed 

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 period of the 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 roles they 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 of the room 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 experience 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 included among the house party on the 

ƴƛƎƘǘǎ ƻŦ ǘƘŜ ǘƘŜŀǘǊƛŎŀƭǎ ǘƻ ƳŀƪŜ ǳǇ ƴǳƳōŜǊǎΦ ²ǊŜƴŎƘΩǎ ǘŜǎǘƛƳƻƴȅ ƻŦ Ƙƛǎ ŜȄǇŜǊƛŜƴŎŜ ƛƴ ǘƘŜǎŜ ŎƻƴǘŜȄǘǎ 

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 chapter ŎŜƴǘǊŜǎ ŀǊƻǳƴŘ ǘƘŜ ŜȄƛǎǘŜƴŎŜ ƻŦ ΨōƻȄ 

ƻŦŦƛŎŜΩ ǊŜŎƻǊŘǎ ŦǊƻƳ мфлм ŀƴŘ мфлрΦ ¢ƘŜǎŜ ǊŜŎƻǊŘǎ ŀǊŜ ǳǎŜŘ ŀǎ ŀ ƭŜƴǎ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ 

relationship between the Estate Office at Chatsworth and the surrounding villages and communities. 

One of the products 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. 
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нΦ ! ΨǊƻƻƳ ǘƻ ƳŀƪŜ ŀ Ǌƻǿ ƛƴΩΥ ǘƘŜ ¢ƘŜŀǘǊŜ ϧ ǘƘŜ сǘƘ 

Duke of Devonshire, 1823-1858 

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 chapter wƛƭƭ ŎƻƴǎƛŘŜǊ ǘƘŜ ōǳƛƭŘƛƴƎΩǎ 

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 architectural 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 on the site, and in response 

to the rest of the large-scale building programme undertaken by the Duke. This means that archive 

material is considered that pre-dates 1823. 

 

In 1818, the 6th Duke of Devonshire engaged the architect, Sir Jeffry Wyattville, to carry out 

ΨƛƳǇǊƻǾŜƳŜƴǘǎΩ ŀǘ /ƘŀǘǎǿƻǊǘƘ (Lees-Milne 1991, 42).17 .ǊƻŀŘƭȅΣ ǘƘŜ ōǳƭƪ ƻŦ ǘƘŜǎŜ ΨƛƳǇǊƻǾŜƳŜƴǘǎΩ 

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 

main house and thŜ ǿƛŘŜǊ ŜǎǘŀǘŜΦ ¢ƘŜ ŀǊŎƘƛǘŜŎǘΩǎ ǿƻǊƪ ŀǘ /ƘŀǘǎǿƻǊǘƘ ǳƴŦƻƭŘŜŘ ƻǾŜǊ нл ȅŜŀǊǎΣ ŀƴŘ ǘƘŜ 

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 Literature Review, scholarly 

considerations of the development of the north wing have hinged on studies of both patron (Lees-

Milne 1991) and architect (Linstrum 1972)Σ ƻǊ ŜȄǇƭƻǊŜŘ ǘƘŜ ŀǊǘ ƘƛǎǘƻǊƛŎŀƭ ƳƻǘƛǾŀǘƛƻƴǎ ƻŦ ǘƘŜ ǿƛƴƎΩǎ 

construction (Kenworthy-Browne 1972). These sources provide valuable biographical insight into, and 

ǇǊƻŦŜǎǎƛƻƴŀƭ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ Ƴƻǎǘ ǎƛƎƴƛŦƛŎŀƴǘ ƳƛƴŘǎ ōŜƘƛƴŘ ǘƘŜ ǿƛƴƎΩǎ ŘŜǾŜƭƻǇƳŜƴǘΦ ¸ŜǘΣ ōǊƻŀŘƭȅΣ ǘƘŜȅ 

ŀǊŜ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ǘƘŜ ōǳƛƭŘƛƴƎ ŀǎ ŀ ŎƻƳǇƭŜǘŜŘ ǎǘǊǳŎǘǳǊŜ ǘƻǿŀǊŘǎ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ сǘƘ 5ǳƪŜΩǎ life. 

Moreover, they provide scant or glossed detail on the Theatre building, specifically. This chapter will 

evidence the singular importance of unpicking the design evolution of 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 IV, which overlapped with his work on Chatsworth. I will refer to him as Wyatville throughout. 

https://www.zotero.org/google-docs/?qO5Rzt
https://www.zotero.org/google-docs/?4nCxJu
https://www.zotero.org/google-docs/?4nCxJu
https://www.zotero.org/google-docs/?0oPpKO
https://www.zotero.org/google-docs/?lvuLwd
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The chapter identifies - and is structured around - ǘƘǊŜŜ ƪŜȅ ǇƘŀǎŜǎ ƛƴ ǘƘŜ ¢ƘŜŀǘǊŜ ōǳƛƭŘƛƴƎΩǎ 

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, and the second, the redesign of the gallery 

structure in the room itself, in 1833. Both these changes are interpreted as representing significant 

ǎƘƛŦǘǎ ƛƴ ƛƴǘŜƴǘƛƻƴ ŦƻǊ ǘƘŜ ¢ƘŜŀǘǊŜ ōǳƛƭŘƛƴƎΩǎ ŦǳƴŎǘƛƻƴ ŀƴŘΣ ŎƻƴǎŜǉǳŜƴǘƭȅΣ ƛǘǎ ƛŘŜƴǘƛǘȅ ŀƴŘ ƳŜŀƴƛƴƎ ƛƴ 

relation to both the rest of the north wing and the personal motivations of the 6th Duke. Thus, the 

first phase (I) spans the years 1823 to 1827; the second (II), 1827 to 1833; and the third (III), 1833 to 

1858. 

 

Throughout the period covered by this chapter, names for the Theatre - and the temple-like structure 

above it - changed, or were used interchangeably. The chapter aims to capture much of the evolution 

of this nomenclature. Indeed, phase III of the Theatre ōǳƛƭŘƛƴƎΩǎ ŘŜǾŜƭƻǇƳŜƴǘ ƘŀƴƎǎΣ ƛƴ ǇŀǊǘΣ ƻƴ ŀ 

ŎƘŀƴƎŜ ǘƻ ǘƘŜ ǊƻƻƳΩǎ ƴŀƳŜΦ IƻǿŜǾŜǊΣ ƛǘ ƛǎ ǳǎŜŦǳƭ ǘƻ ƴƻǘŜ ŦǊƻƳ ǘƘŜ ƻǳǘǎŜǘ ǘƘŀǘ ǘƘŜ ǊƻƻƳ ǿŜ ǘƻŘŀȅ Ŏŀƭƭ 

ǘƘŜ ¢ƘŜŀǘǊŜ ƛǎ ǾŀǊƛƻǳǎƭȅ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ όƻǊΣ Ψ.ŀƴǉǳŜǘǘƛƴƎΩύ wƻƻƳΣ .ŀƭƭǊƻƻƳ όƻǊΣ Ψ.ŀƭƭ 

ǊƻƻƳΩύ ŀƴŘ Theatre, throughout both archive material and secondary sources. As I will cover in this 

chapter, the 6th Duke himself embraced this diversity and ambiguity, playfully coining a phrase that 

ŜƴŎƻƳǇŀǎǎŜŘ ǘƘŜ ǊƻƻƳΩǎ Ƴŀƴȅ ǳǎŜǎΦ IŜ ŎŀƭƭŜŘ ƛǘΣ ΨǘƘŜ ǊƻƻƳ ǘƻ ƳŀƪŜ ŀ Ǌƻǿ ƛƴΩ (Cavendish 1844, 116) 

 

  

https://www.zotero.org/google-docs/?pmvsIQ
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Table 2.1 
Key dates associated with the architectural and social evolution of the Banqueting Room/Theatre, 

1823-1858. The phases correspond to those identified in the chapter. 

Phase Year Month  

Phase I | 

1823-1827 

1823 October First working architectural drawings for the Banqueting Room. 

1824 October CƛǊǎǘ ǿƻǊƪƛƴƎ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ŘǊŀǿƛƴƎǎ ŦƻǊ ǘƘŜ Ψ¢ŜƳǇƭŜΩ ό.ŜƭǾŜŘŜǊŜύΦ 

 

 

 

 

Phase II | 

1827-1833 

1827 March First architectural drawings for the Orangery. 

1832 20th October Princess Victoria visit to Chatsworth, and the charade of Kenilworth 

(NB not in the Banqueting Room). 

1832 1st November сǘƘ 5ǳƪŜ ǊŜŎƻǊŘǎ ƛƴ Ƙƛǎ ŘƛŀǊȅΥ ΨƎǊŀƴŘ ŘƛƴƴŜǊ ƛƴ ǘƘŜ ōŀƴǉǳŜǘƛƴƎ ǊƻƻƳ 

for masons, gardeners, etc. Charles Taylor the singer came and 

ŘƛǾŜǊǘŜŘ ǘƘŜƳ ŜȄǘǊŜƳŜƭȅΩ - marks the first social use of the room. 

1833 (first half) Banqueting Room staircase completed as recorded in the Building 

Accounts. 

 

 

 

 

 

 

 

 

Phase III | 

1833-1858 

 

 

 

1833 

6th October ²ȅŀǘǾƛƭƭŜΩǎ ǎƪŜǘŎƘ ƻŦ ŀƭǘŜǊƴŀǘƛǾŜ DŀƭƭŜǊȅ ǊŜƴŘŜǊŜŘ ƻǾŜǊ ƻǊƛƎƛƴŀƭ 

drawing. 

8th October сǘƘ 5ǳƪŜ ǊŜŎƻǊŘǎ ƛƴ Ƙƛǎ ŘƛŀǊȅΥ Ψ{ƛǊ WŜŦŦǊŜȅ ǿŜƴǘΣ ƘŀǾƛƴƎ Ƴƻǎǘ ƘŀǇǇƛƭȅ 

ŀǊǊŀƴƎŜŘ ŜǾŜǊȅǘƘƛƴƎΩ 

12th October CƛǊǎǘ ǘƛƳŜ ΨǘƘŜŀǘǊŜΩ ƛǎ ƎƛǾŜƴ ǘƻ ŘŜǎŎǊƛōŜ ǘƘƛǎ ǊƻƻƳ όƛƴ .ǳƛƭŘƛƴƎ 

Accounts). 

1834 March CƛǊǎǘ ƳŜƴǘƛƻƴ ƻŦ ΨǘƘŜŀǘǊŜΩ ƛƴ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ŘǊŀǿƛƴƎǎΦ 

1836 September .ƭŀƴŎƘŜ /ŀǾŜƴŘƛǎƘ ǊŜŎƻǊŘǎ ƛƴ ŀ ƭŜǘǘŜǊΥ Ψ5ŀƴŎƛƴƎ ƛƴ ǘƘŜ .ŀƴǉǳŜǘǘƛƴƎ 

ǊƻƻƳǎΩΦ 

 

 

 

1839 

September .ǳƛƭŘƛƴƎ !ŎŎƻǳƴǘǎ ǊŜŎƻǊŘ ΨCƛǘǘƛƴƎ ǳǇ ŦƻǊ ǘŜƳǇƻǊŀǊȅ ¢ƘŜŀǘǊŜ ƛƴ ǘƘŜ 

.ŀƴǉǳŜǘǘƛƴƎ wƻƻƳΩΦ 

Blanche Cavendish records charades in the Banqueting Room in a 

letter. 
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October .ǳƛƭŘƛƴƎ !ŎŎƻǳƴǘǎ ǊŜŎƻǊŘ ΨŦƛǘǘƛƴƎ ǳǇ ǘƘŜ ¢ƘŜŀǘǊŜΩΦ 

Lady George Cavendish records charades in the Banqueting Room in a 

letter. 

1843 December .ŀƭƭ ƛƴ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ƻƴ ǘƘŜ ƻŎŎŀǎƛƻƴ ƻŦ vǳŜŜƴ ±ƛŎǘƻǊƛŀΩǎ ǾƛǎƛǘΦ 
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нΦн tƘŀǎŜ LΥ ǘƘŜ Ψ.ŀƴǉǳŜǘǘƛƴƎ wƻƻƳΩΣ ǇǊŜ-Orangery (1823-1827) 

нΦнΦм 9ȄǇŜǊƛƳŜƴǘŀǘƛƻƴΥ ²ȅŀǘǾƛƭƭŜΩǎ муму tǊŜǎŜƴǘŀǘƛƻƴ .ƻƻƪ 

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 

ƻŦ ǘƘŜ ōǳƛƭŘƛƴƎ ŀǎ ƘŜ ŦƻǳƴŘ ƛǘΦ ²ȅŀǘǾƛƭƭŜΩǎ ŜƭŜǾŀǘƛƻƴ ǎƪŜǘŎƘ ƻŦ the existing north wing - dedicated to 

service infrastructure and designed by James Paine in the mid-18th century - is the only visual 

representation of it that exists today (fig. 2.1). The accompanying floorplan, detailing the uses to which 

the ground floor rooms were put, is reproduced in his 1818 Presentation Book, along with floorplans 

ƻŦ ǘƘŜ ǊŜǎǘ ƻŦ ǘƘŜ ƘƻǳǎŜ ŀƴŘΣ ŎǊǳŎƛŀƭƭȅΣ ŀ ƴǳƳōŜǊ ƻŦ ŘƛŦŦŜǊŜƴǘ ǇǊƻǇƻǎŀƭǎ ŦƻǊ ΨƎŀƛƴƛƴƎ ŀƭƭ ǘƘŜ ǊŜǉǳƛǊŜŘ 

ŀŘǾŀƴǘŀƎŜǎΩ ǘƘŀǘ ǘƘŜ сǘƘ 5ǳƪŜ ŘŜǎƛǊŜŘ ƻŦ Ƙƛǎ ƴŜǿ ŘŜǾŜƭƻǇƳŜƴǘǎ ό²¸κT/2, title page). Today held in 

the DCA, along with hundreds of working drawings for the building scheme, the Presentation Book is 

ŀ ǾŀƭǳŀōƭŜ ǎƻǳǊŎŜ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴ ŦƻǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ōƻǘƘ ǘƘŜ ƘƻǳǎŜ ŀǎ ƛǘ ǿŀǎ ǳǎŜŘ ŘǳǊƛƴƎ ²ȅŀǘǾƛƭƭŜΩǎ 

renovations - which took well over a decade to complete - and the shifting priorities of the 6th Duke 

for the north wing at this earliest stage of conception and design. As I shall demonstrate in this section, 

a close reading of the volume also reveals a narrative of experimentation that underpins the 

ǎǳōǎŜǉǳŜƴǘ ŜǾƻƭǳǘƛƻƴ ƻŦ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳΣ ŀƴŘ ǿƘƛŎƘ ŀŦŦƻǊŘǎ ǳǎ ŀƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ 5ǳƪŜΩǎ 

agency in the development process. 

 

 

CƛƎǳǊŜ нΦм ! ŘŜǘŀƛƭ ƻŦ ŀ ǇŀƎŜ ŦǊƻƳ ²ȅŀǘǾƛƭƭŜΩǎ ǎƪŜǘŎƘōƻƻƪ ǎƘƻǿƛƴƎ ǘƘŜ ŦƭƻƻǊ Ǉƭŀƴ όǘƻǇύ ŀƴŘ ǿŜǎǘ ŜƭŜǾŀǘƛƻƴ 

όƳƛŘŘƭŜύ ƻŦ tŀƛƴŜΩǎ ƴƻǊǘƘ ǿƛƴƎ ό²¸κ¢κмύΦ © The Devonshire Collections, Chatsworth. Reproduced by 

permission of Chatsworth Settlement Trustees. 
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Despite its name 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 

ōŜƛƴƎ Ψŀ ƘƛƎƘƭȅ ŦƛƴƛǎƘŜŘ ŘǊŀǿƛƴƎ ƳŀŘŜ ǘƻ ƛƳǇǊŜǎǎ ŀ ǇŀǘǊƻƴΣ client or competition judge, as well as to 

ŜȄǇƭŀƛƴ ǘƘŜ ǎŎƘŜƳŜΩ (Barson (Ed) 2019, 6). While the volume certainly contains drawings that adhere 

to this description, these are interspersed with working architectural drawings, a range of early 

ǇǊƻǇƻǎŜŘ Ǉƭŀƴǎ ŦƻǊ ŀŎŎƻƳƳƻŘŀǘƛƴƎ ǘƘŜ сǘƘ 5ǳƪŜΩǎ ŀƭǘŜǊŀǘƛƻƴǎ ǘƻ ǘƘŜ ƴƻǊǘƘ ǿƛƴƎ ŀƴŘ ŀƭǘŜǊƴŀǘƛǾŜ 

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. So, design planning for the house - 

including the north wing - was 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 it 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.18 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, capturing moments 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 Building Accounts, and from paintings to the 6th 

5ǳƪŜΩǎ ŘƛŀǊƛŜǎΣ ŀƭƻƴƎǎƛŘŜ ŎŀǊŜŦǳƭ ƻōǎŜǊǾŀǘƛƻƴ ƻŦ ǘƘŜ ōǳƛƭǘ ŦŀōǊƛŎ ŀǎ ƛǘ ŜȄƛǎǘǎ ǘƻŘŀȅΦ /ƻƳǇŀǊƛƴƎ ǘƘŜǎŜ 

sources, it is possible to identify six drawings from the earliest phase of the design process for the new 

north wing, circa 1818-ΩнлΣ ŦǊƻƳ ƻǘƘŜǊǎ ǘƘŀǘ ŘŜǇƛŎǘ ǘƘŜ ǿƛƴƎ ƛƴ ŀ ƴŜŀǊ-completed state, circa 1831. 

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 indications of changes to the north wing with 

descriptions of new rooms recorded; while the remaining two are a worked-up sketch, and a closely 

related presentation drawing that suggests these to be the culmination of this early design phase. 

Each of these drawings speaks closely to the building as Wyatville first encountered it, including or 

ǊŜōǳƛƭŘƛƴƎ ǇŀǊǘǎ ƻŦ tŀƛƴŜΩǎ ǎŜǊǾƛŎŜ ǇŀǾƛƭƛƻƴǎ ǘƻ ƎǊŜŀǘŜǊ ŀƴŘ ƭŜǎǎŜǊ ŜȄǘŜƴǘǎΦ 

 

 
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. 

https://www.zotero.org/google-docs/?Hunei2
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Recurring consistently across all of these drawings are two new spatial elements: a Dining Room and 

ŀ DŀƭƭŜǊȅΦ ! ƴŜǿ YƛǘŎƘŜƴ ŦŜŀǘǳǊŜǎ ƛƴ ǇǊƻǇƻǎŀƭǎ ǘƘŀǘ Řƻ ŀǿŀȅ ǿƛǘƘ tŀƛƴŜΩǎ ƻƭŘ ƻƴŜΣ ǿƘƛƭŜ ŀ /ƻƴǎŜǊǾŀǘƻǊȅ 

is included in the two drawings that explicitly addreǎǎ ǘƘŜ сǘƘ 5ǳƪŜΩǎ ǿƛǎƘŜǎ ŦƻǊ ǘƘŜ ŀƭǘŜǊŜŘ ƴƻǊǘƘ ǿƛƴƎΦ 

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 

inclusiƻƴ ƻŦ ǎƻƳŜ ƻŦ ǘƘŜǎŜ ƴŜǿ ǎǇŀŎŜǎ ŀǇǇŜŀǊ ǘƻ ǊŜŦƭŜŎǘ ǘƘŜ сǘƘ 5ǳƪŜΩǎ ǇǊƛƻǊƛǘƛŜǎ ƛƴ ŀƭǘŜǊƛƴƎ ǘƘŜ ƴƻǊǘƘ 

wing. That it should, in particular, establish: a new space for the formal dining experience; a dedicated 

ǊƻƻƳ ŦƻǊ ŘƛǎǇƭŀȅƛƴƎ ǘƘŜ 5ǳƪŜΩǎ ǊŜŎŜƴǘ ŀŎǉǳƛǎƛǘƛƻƴǎ ƻŦ contemporary European sculpture; and, whether 

within the walls of the new north wing or at a short distance away, a controlled environment for the 

cultivation of non-native plants.  

 

 

Figure 2.2 Detail from the sketch design proposal for the new north wing. Circled in red is the unrealised 

ǇǊƻǇƻǎŜŘ ŎƘŀǇŜƭΦ /ƛǊŎƭŜŘ ƛƴ ōƭǳŜ ƛǎ ǘƘŜ ƴƻǊǘƘŜǊƴƳƻǎǘ ōƭƻŎƪ ǿƘƛŎƘ ƛǎ ƴƻǘŜŘ Ψǘƻ ōŜ ŎƻƴǾŜǊǘŜŘ ǘƻ ²ŀǎƘƻǳǎŜ ώǎƛŎϐ 

[ŀǳƴŘǊȅ ϧŎΩ ό²¸κ¢κнΣ орύΦ 

 

As described in the Introduction to this thesis, the North Wing as we encounter it today includes all 

three of these elements - the Dining Room, Sculpture Gallery and Orangery - yet the design proposals 

evidence the uncertainty of their genesis. This uncertainty runs counter to established scholarship, 

which frequently frames the construction of polite buildings as somehow inevitable, as conforming to 

ǿƛŘŜǊ ǘǊŜƴŘǎΣ ƻǊ ǿƛǘƘƛƴ ŀ ΨƭƻƎƛŎŀƭ ŎŀƴƻƴΩ ƻŦ ŀǊǘ ŀƴŘ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ǎǘȅƭŜ όǎŜŜ мΦоΦн Architecture, etc). For 

ŜȄŀƳǇƭŜΣ ǘƘŜ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘƘŜ сǘƘ 5ǳƪŜΩǎ {ŎǳƭǇǘǳǊŜ DŀƭƭŜǊȅ Ƙŀǎ ōŜŜƴ ǎŜŜƴ ǘƻ ŜƳŜǊƎŜ ŦǊƻƳ Lǘŀƭƛŀƴ 

architectural precedents and histories of elite collecting practices (Noble and Yarrington 2009; 

Kenworthy-Browne 1972), while the design of both the Sculpture Gallery and the Orangery have been 

ǊŜŀŘ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜƛǊ ŀǊŎƘƛǘŜŎǘΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻƴ ǇǊŜǾƛƻǳǎ ǇǊƻƧŜŎǘǎ (Robinson 1979; Linstrum 1972; 

https://www.zotero.org/google-docs/?Vgrlfm
https://www.zotero.org/google-docs/?Vgrlfm
https://www.zotero.org/google-docs/?txwytH
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Lees-Milne 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, biographical - and, sometimes, risky or uncertain 

- circumstances of their creation. In reference to the Sculpture Gallery, again, Kenworthy-Browne has 

powerfully illustrated the deeply personal motivŀǘƛƻƴǎ ŦƻǊ ǘƘŜ сǘƘ 5ǳƪŜΩǎ ŀŎǉǳƛǎƛǘƛƻƴǎ ƻŦ 

predominantly-Italian sculpture (1972, 322)Φ wŜŦƭŜŎǘƛƴƎ ƻƴ ǘƘŜ 5ǳƪŜΩǎ ƻǿƴ ǿƻǊŘǎ ŦǊƻƳ Ƙƛǎ Handbook 

to Chatsworth and Hardwick (1844) ƘŜ ǿǊƛǘŜǎΣ ΨƘƛǎ ǊŜƳŀǊƪǎ ǎƘƻǿ ǘƘŀǘ ŜǾŜǊȅ ǇƛŜŎŜ ƻŦ ƳŀǊōƭŜ ŎƻƴǘŀƛƴŜŘ 

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 references to living personalities, 

ƻǊ ŜƭǎŜ ǿŜǊŜ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ Ƙƛǎ ŜȄǇŜǊƛŜƴŎŜǎΣ ƛƴǘŜǊŜǎǘǎ ŀƴŘ ŦǊƛŜƴŘǎΩ (1972, 322). While the design of 

the space to display these works may well have been influenced both by European architectural 

ŜȄŀƳǇƭŜǎ ŀƴŘ ²ȅŀǘǾƛƭƭŜΩǎ ŜȄǇŜǊƛŜƴŎŜ ŀǘ ƻǘƘŜǊ .ǊƛǘƛǎƘ ŎƻǳƴǘǊȅ ƘƻǳǎŜǎΣ ǎƻƭŜƭȅ ŦƻŎǳǎƛƴƎ ƻƴ ǘƘŜ 

architecture strips the design process of the risk that such a room may not have been considered had 

the patron not wished to preserve this phase of his life in marble. 

 

Lƴ ǊŜŦŜǊŜƴŎŜ ǘƻ ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǘƘŜ hǊŀƴƎŜǊȅΣ ǘƘŜ ǇǊŜǾŀƛƭƛƴƎ ƴŀǊǊŀǘƛǾŜ ƻŦ ǘƘŜ сǘƘ 5ǳƪŜΩǎ Ǉŀǎǎƛƻƴ ŦƻǊ 

horticulture and gardening is that it blossomed with his hiring of Joseph Paxton in 1826 (Lees-Milne 

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 in the 1818-Ωнм ǇƘŀǎŜ ƻŦ ŘŜǎƛƎƴΣ ŀǎ ǇǊŜǎŜƴǘŜŘ ŀōƻǾŜΣ ǎǇŜŀƪǎ 

ǘƻ ŀƴ ŜȄǇŜǊƛƳŜƴǘŀƭ ǎǘŜǇ ǘƘŀǘ ǇǊŜŘŀǘŜǎ ǘƘŜ 5ǳƪŜΩǎ ŀŎǉǳŀƛƴǘŀƴŎŜ ǿƛǘƘ tŀȄǘƻƴ ŀƴŘ ŀǊƎǳŀōƭȅ ŀǘǘŜǎǘǎ ǘƻ 

his independent interest in horticulture at a time when gardening was capturing the imaginations of 

.ǊƛǘŀƛƴΩǎ ƳƛŘŘƭŜ ŀƴŘ ǳǇǇŜǊ ŎƭŀǎǎŜǎ (Butler 2019, 166-168). The conservatory proposed 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 

ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǘƘŜ bƻǊǘƘ ²ƛƴƎ ŀƴŘ ǘƘŜ ǊƻƭŜ ƻŦ ǘƘŜ 5ǳƪŜΩǎ ǇŜǊǎƻƴŀƭ ǘŀǎǘŜǎ ƛƴ ƛƴŦƭǳŜƴŎƛƴƎ ǘƘŀǘ 

development. Without the Presentation Book, we would not be afforded this intimate perspective. 

 

The experimentation at play in the evolution of these spaces is brought into greater relief by those 

rooms that were proposed but not taken up - for example, there is no further evidence in architectural 

drawings or built form of the proposed chapel seen in figure 2.2 - and those rooms that were not 

proposed in this early design phase, but that subsequently came to be built. It is in this final category 

https://www.zotero.org/google-docs/?txwytH
https://www.zotero.org/google-docs/?rsBlIJ
https://www.zotero.org/google-docs/?pZiA2Y
https://www.zotero.org/google-docs/?m7DGX1
https://www.zotero.org/google-docs/?wakfa7
https://www.zotero.org/google-docs/?wakfa7
https://www.zotero.org/google-docs/?wakfa7
https://www.zotero.org/google-docs/?CiqDVZ


87 

that we encounter the Banqueting Room, the architectural evolution of which will be examined in the 

following sub-section. 

нΦнΦн 9ǾƻƭǳǘƛƻƴΥ tŀƛƴŜΩǎ tŀǾƛƭƛƻƴ ǘƻ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ¢ƻǿŜǊ 

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 understand the building today. In his definitive 

ōƛƻƎǊŀǇƘȅ ƻŦ ²ȅŀǘǾƛƭƭŜΣ [ƛƴǎǘǊǳƳ ŘŜǎŎǊƛōŜǎ ǘƘŜ ǘƻǿŜǊƛƴƎ ōƭƻŎƪΣ ŎǊƻǿƴŜŘ ōȅ ǘƘŜ .ŜƭǾŜŘŜǊŜΣ ŀǎ ΨǎǘŀǊƪƭȅ 

and majestically ris[ing] out of the low surrounding buildings to exclude any other aspect of the house 

when approached ŦǊƻƳ .ŀǎƭƻǿΩ όǘƻ ǘƘŜ ƴƻǊǘƘύ (1972, 142)Φ [ƛƴǎǘǊǳƳΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ǘŜǎǘƛŦƛŜǎ ǘƻ ǘƘŜ 

powerful visual impact of the building, dominated by the Belvedere. Such is the dominance of the 

Belvedere over this northerly perspective of Chatsworth that 20th-century owners of the house 

sought to demolish it (Cavendish 1987, 44), and the building as a whole has become synonymous with 

ǘƘŜ ǘŜƳǇƭŜΩǎ ƴŀƳŜ ǎƻ ǘƘŀǘ ǘƘŜ ōƭƻŎƪ ƛǎ ǿƛŘŜƭȅ ƪƴƻǿƴ ŀǎ ΨǘƘŜ .ŜƭǾŜŘŜǊŜ ǘƻǿŜǊΩΦ ¢Ƙƛǎ ŜƳǇƘŀǎƛǎ ƻƴ ǘƘŜ 

.ŜƭǾŜŘŜǊŜΩǎ ǎƛƎƴƛŦƛŎŀƴŎŜ Ƙŀǎ ƻǾŜǊǎƘŀŘƻǿŜŘ ǘƘŀǘ ƻŦ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ōŜƴŜŀǘƘΣ ŀǊƎǳŀōƭȅ 

contributing ǘƻ ǘƘŜ ƳȅǎǘŜǊȅ ǎǳǊǊƻǳƴŘƛƴƎ ǘƘŜ ǊƻƻƳΩǎ ŜǾƻƭǳǘƛƻƴΣ ŀǎ ƻǳǘƭƛƴŜŘ ƛƴ /ƘŀǇǘŜǊ м όмΦнΦнΦ 

Literature on the Theatre at Chatsworth).  

 

In seeking to contextualise the Belvedere within architectural history, Linstrum makes some 

ƻōǎŜǊǾŀǘƛƻƴǎ ǘƘŀǘ ŀǊŜ ǇŜǊǘƛƴŜƴǘ ǘƻ ǘƘƛǎ ǘƘŜǎƛǎΦ ²ƘƛƭŜ ƘŜ ǊŜƭǳŎǘŀƴǘƭȅ ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŜ сǘƘ 5ǳƪŜΩǎ ƻǿƴ 

claim of being inspired by part of the Bodleian in Oxford, he draws stronger comparisons with the 

position and architecture of Elizabethan prospect rooms (Linstrum 1972, 142-144). In particular, he 

ǎǳƳƳƻƴǎ ǘƘŜ ΨƎƭŀȊŜŘ ǎǳǇŜǊǎǘǊǳŎǘǳǊŜ ŀǘ ²ƻƭƭŀǘƻƴΩ όbƻǘǘƛƴƎƘŀƳǎƘƛǊŜύ όƛōƛŘΦύ ōȅ ǾƛǊǘǳŜ ƻŦ ²ȅŀǘǾƛƭƭŜΩǎ 

professional familiarity with that house, and the towers on the roof of Hardwick Hall due to their 

intimate familiarity to the Duke. He further notes the popularity of open structures with far-reaching 

ǾƛŜǿǎ ƻƴ ǎǳōǎŜǉǳŜƴǘ ŎƻǳƴǘǊȅ ƘƻǳǎŜǎΣ ŎǊŜŘƛǘƛƴƎ /ƘŀǘǎǿƻǊǘƘΩǎ ŀǎ ŀ ŦƻǊŜǊǳƴƴŜǊΦ ¸ŜǘΣ ƴŜƛǘƘŜǊ ²ƻƭƭŀǘƻƴΩǎ 

ǎǳǇŜǊǎǘǊǳŎǘǳǊŜ ƻǊ IŀǊŘǿƛŎƪΩǎ ǘƻǿŜǊǎ are open structures - all are enclosed, glazed rooms. Through this 

ǎŜŎǘƛƻƴ ŀƴŘ ǘƘŜ ƴŜȄǘΣ L ŀǊƎǳŜ ǘƘŀǘ [ƛƴǎǘǊǳƳΩǎ ŎƻƳǇŀǊŀǘƻǊǎ ŀǊŜ ŀŎŎǳǊŀǘŜΣ ōǳǘ ƻƴƭȅ ǿƘŜƴ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ 

Room is centred as the principal elite space in the building. By the end of the following section, I will 

suggest that more meaningful comparators can be found when we further acknowledge the name of 

the room and its architectural conformity to Elizabethan predecessors. 

 

In this section, I 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 easy architectural narrative of polite buildings by 

https://www.zotero.org/google-docs/?Xgyh48
https://www.zotero.org/google-docs/?4GIjaL
https://www.zotero.org/google-docs/?f9rHfO
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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 the following section, I will explore the 

architectural significance of the Banqueting Room in more detail. 

 

It is 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 1818-Ωнм ǇǊƻǇƻǎŀƭǎ ŘŜǎŎǊƛōŜŘ above. The earliest concrete 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 building 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/1/3 & 4) and 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 the first 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 

ŘǊŀǿƛƴƎ ƛǎ ƭŀōŜƭƭŜŘΣ Ψǘƻ ōŜ ŎƻƴǾŜǊǘŜŘ ǘƻ ǿŀǎƘƻǳǎŜ ώǎƛŎϐΣ ƭŀǳƴŘǊȅ ϧŎΩΦ ¢ƘŜ ΨŎƻƴǾŜǊǎƛƻƴΩ ƛƴŘicates the 

ƛƴǘŜƴǘƛƻƴ ǘƻ ǊŜǘŀƛƴ ǘƘŜ ǎǘǊǳŎǘǳǊŜ ƻŦ tŀƛƴŜΩǎ ǎǘŀōƭŜ ǇŀǾƛƭƛƻƴ ƻƴ ǘƘƛǎ ǎƛǘŜΣ ǿƘƛƭŜ ŎƻƴǾŜǊǘƛƴƎ ƛǘ ǘƻ ǳǘƛƭƛǘƛŜǎ 

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/N/1/1). 

 

The closely-ǊŜƭŀǘŜŘ ǇǊŜǎŜƴǘŀǘƛƻƴ ŘǊŀǿƛƴƎ όŦƛƎΦ нΦпύ ǎƘƻǿǎ Ƙƻǿ ǘƘŜ ŀŜǎǘƘŜǘƛŎ ƻŦ tŀƛƴŜΩǎ ƴŜǿƭȅ-adapted 

ǇŀǾƛƭƛƻƴ ǿƻǳƭŘ ōŜ ǊŀǘƛƻƴŀƭƛǎŜŘ ǘƻ ǎǳƛǘ ǘƘŜ ǊŜǎǘ ƻŦ ²ȅŀǘǾƛƭƭŜΩǎ ŀƭǘŜǊŀǘƛƻƴǎ ǘƻ ǘƘŜ ƴƻǊǘƘ ǿƛƴƎΦ /ƻƳǇŀǊƛƴƎ 

tŀƛƴŜΩǎ ƻǊƛƎƛƴŀƭ ǎǘǊǳŎǘǳǊŜ ǿƛǘƘ ²ȅŀǘǾƛƭƭŜΩǎ ǇǊƻǇƻǎŜd adaptations (fig. 2.5), we can see that the latter  

intended to keep the three-bay 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 ǿƛƴŘƻǿǎΣ ǘƘŜ ǇǊƻǇƻǊǘƛƻƴǎ ƻŦ tŀƛƴŜΩǎ ǎǘǊǳŎǘǳǊŜ ǊŜƳŀƛƴ ŜǾƛŘŜƴǘ ƛƴ ²ȅŀǘǾƛƭƭŜΩǎ ǇǊƻǇƻǎŜŘ ōǳƛƭŘƛƴƎΦ 
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CƛƎǳǊŜ нΦп tǊŜǎŜƴǘŀǘƛƻƴ ŘǊŀǿƛƴƎ ŦǊƻƳ ²ȅŀǘǾƛƭƭŜΩǎ tǊŜǎŜƴǘŀǘƛƻƴ .ƻƻƪ όǇΦ нм!ύΣ ŎΦ мунлΣ ǎƘƻǿƛƴƎ /ƘŀǘǎǿƻǊǘƘ 

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. Circled in blue is the Laundry block, on top of which the Banqueting 

Room came to be erected (WY/T/2). © The Devonshire Collections, Chatsworth. Reproduced by permission of 

Chatsworth Settlement Trustees. 

 

 

      

CƛƎǳǊŜ нΦр [ŜŦǘΥ ŘŜǘŀƛƭ ƻŦ tŀƛƴŜΩǎ ƴƻǊǘƘ ǿƛƴƎΣ ǎƘƻǿƛƴƎ ǘƘŜ ǎǘŀōƭŜ ǇŀǾƛƭƛƻƴ όŘǊŀǿƴ ōȅ ²ȅŀǘǾƛƭƭŜύΦ wƛƎƘǘΥ ŘŜǘŀƛƭ ƻŦ 

²ȅŀǘǾƛƭƭŜΩǎ ǇǊŜǎŜƴǘŀǘƛƻƴ ŘǊŀǿƛƴƎ όǎŜŜƴ ƛƴ ŦƛƎΦ нΦпύΣ ǎƘƻǿƛƴƎ ǇǊƻǇƻǎŜŘ ŀƭǘŜǊŀǘƛƻƴǎ ǘƻ tŀƛƴŜΩǎ ǎǘŀōƭŜ ǇŀǾƛƭƛƻƴΦ 

 

9ǾŜƴ ŀǎ ǘƘŜ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ŘŜǎƛƎƴ ŜǾƻƭǾŜŘ ǘƻ ŀŎŎƻƳƳƻŘŀǘŜ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ŦǊƻƳ муноΣ tŀƛƴŜΩǎ 

pavilion remained as the footprint on which the block was developed. This is most evident when we 

compare two large, basement-level floor plans included at the front of the Presentation Book, the first 

ƻŦ tŀƛƴŜΩǎ ƴƻǊǘƘ ǿƛƴƎΣ ŀǎ ǊŜŎƻǊŘŜŘ ōȅ ²ȅŀǘǾƛƭƭŜΣ ǘƘŜ ǎŜŎƻƴŘ ƻŦ ²ȅŀǘǾƛƭƭŜΩǎΦ {ƛƴŎŜ ǘƘŜȅ ǿŜǊŜ ŘǊŀǿƴ ǘƻ 
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the same scale, it is relatively straightforward to superimpose the former onto the latter (fig. 2.6). 

5ŜǎǇƛǘŜ ōŜƛƴƎ ǳƴŘŀǘŜŘΣ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ŦŜŀǘǳǊŜǎ Ǉƻƛƴǘ ǘƻ ²ȅŀǘǾƛƭƭŜΩǎ ŦƭƻƻǊ Ǉƭŀƴ Ǉƻǎǘ-dating the 

presentation drawing shown above and representing the north wing at a point at which it included 

ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳΥ ǘƘŜ ǘƘƛŎƪ ǿŀƭƭǎ ŀǊƻǳƴŘ ǘƘŜ ΨǾŀǳƭǘǎΩ ŀǘ ǘƘŜ ǘƻǇ ƻŦ ǘƘŜ ƛƳŀƎŜ ǎǳǇǇƻǊǘ ǘƘŜ Ŝŀǎǘ 

facade of the enlarged building (seen in fig. 2.3). The Banqueting Room building, then, evolved in direct 

response to thŜ ŘƛƳŜƴǎƛƻƴǎ ŀƴŘ ƻǊƛƎƛƴŀƭ ǎŜǊǾƛŎŜ ŦǳƴŎǘƛƻƴ ƻŦ tŀƛƴŜΩǎ ǇŀǾƛƭƛƻƴΦ  

 

 

Figure 2.6 The basement-ƭŜǾŜƭ ŦƭƻƻǊ Ǉƭŀƴ ƻŦ tŀƛƴŜΩǎ ǎǘŀōƭŜ ǇŀǾƛƭƛƻƴ όƛƴ ōƭǳŜύ ǎǳǇŜǊƛƳǇƻǎŜŘ ƻƴǘƻ ǘƘŜ ōŀǎŜƳŜƴǘ-

ƭŜǾŜƭ ŦƭƻƻǊ Ǉƭŀƴ ƻŦ ²ȅŀǘǾƛƭƭŜΩǎ ƴƻǊǘƘ ǿƛƴƎΣ ǎƘƻǿƛƴƎ ǘƘŜ ƭŀǘǘŜǊ ǘƻ ōŜ ōŀǎŜŘ ƻƴ ǘƘŜ ŦƻƻǘǇǊƛƴǘ ƻŦ ǘƘŜ ŦƻǊƳŜǊΦ 

 

²Ŝ Ŏŀƴ ǊŜŀŘ ²ȅŀǘǾƛƭƭŜΩǎ ŀŘŀǇǘŀǘƛƻƴ ƻŦ tŀƛƴŜΩǎ ǇŀǾƛƭƛƻƴ ŀǎ ƭŀȅƛƴƎ ǘƘŜ ƳŜǘŀǇƘƻǊƛŎŀƭ ƎǊƻǳƴŘǿƻǊƪ ŦƻǊ 

understanding the subsequent significance of the block once the Banqueting Room was constructed 

above it. The early proposal, as seen in the presentation drawing (fig. 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 functions opeǊŀǘƛƴƎ ǿƛǘƘƛƴΥ ǘƘŜ ōƭƻŎƪ ŎƻƴǘŀƛƴƛƴƎ ǘƘŜ ΨǿŀǎƘƻǳǎŜΣ ƭŀǳƴŘǊȅ ϧŎΩ ǿŀǎ ǘƘŜ ǎƳŀƭƭŜǎǘ 

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 expanding this building upwards to 

accommodate the Banqueting Room from 1823, the scale of the building and, consequently, its status, 

dramatically changed.19 The function of the room reinforced this shift: while the purpose of the 

 
19 The 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 high-status entertainment space to a previously low-status service building, heralding 

the intended presence of elite personages. Drawings for ǘƘŜ Ψ¢ŜƳǇƭŜΩ ό.ŜƭǾŜŘŜǊŜύ ŀǇǇŜŀǊŜŘ ŀ ȅŜŀǊ 

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, dominated by the Belvedere above it. 

 

¢Ƙƛǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ ŜǾƻƭǳǘƛƻƴ ƻŦ tŀƛƴŜΩǎ ǇŀǾƛƭƛƻƴ ŎŜƴǘǊŜǎ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ŀǎ ǘƘŜ ǇǊƛƳŜ 

entertainment space of what is, today, often called the Belvedere Tower. In the next section, I will 

explore the architectural significance of this building in more depth, 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 for an exploration of how the building was intended 

to operate in its architectural and social contexts. This subsection will argue that, by virtue of its 

ŜǾƻƭǳǘƛƻƴ ŦǊƻƳ tŀƛƴŜΩǎ ǇŀǾƛƭƛƻƴΣ ǘƘŜ ōǳƛƭŘƛƴƎ ƳŀƛƴǘŀƛƴŜŘ ŀ ǎǘǊƻƴƎ ǎŜƴǎŜ ƻŦ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ƛƴŘŜǇŜƴŘŜƴŎŜ 

from the main house. In this, it cultivated a relationship with outdoor spaces beyond the house that 

supports sensory interpretations of socio-architectural history, as I will touch on. Moreover, the 

establishment of a relationship with the outdoors in the form of the wider estate forms the first step 

in a thread connecting all four 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 the late-DŜƻǊƎƛŀƴΣ ǊŜǾƛǎƛƻƴƛǎǘ ŀŘƻǇǘƛƻƴ ƻŦ Ψ¢ǳŘƻǊōŜǘƘŀƴΩ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ŀǇǇǊƻŀŎƘŜǎΦ aŀƴŘƭŜǊ 

noted the cultural trend in the early 19th century for artistic, literary and architectural evocations that 

romanticised a period in the British past loosely associated with the Tudor and Elizabethan eras. By 

ƛƴǘŜǊǇǊŜǘƛƴƎ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ǘƘǊƻǳƎƘ aŀƴŘƭŜǊΩǎ ƭŜƴǎΣ ǿŜ Ŏŀƴ ǊŜŀŘ ǘƘƛǎ ŜŀǊƭƛŜǎǘ ǇƘŀǎŜ ƻŦ ǘƘŜ ǊƻƻƳ 

as an embodiment of the 6th 5ǳƪŜΩǎ ǇƻƭƛǘƛŎŀƭ ŀƴŘ ǎƻŎƛŀƭ ǇǊƛƴŎƛǇƭŜǎΦ ¢Ƙƛǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦŦŜǊǎ ŀƴ 

ƛƴŘƛŎŀǘƛƻƴ ƻŦ ǘƘŜ 5ǳƪŜΩǎ ƛƴǘŜƴǘƛƻƴ ŦƻǊ ǘƘŜ ǎǇŀŎŜ ŀƴŘ ǳƴŘŜǊǎŎƻǊŜǎ ǘƘŜ ǊƻƻƳΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǎǇŀŎŜǎ 

and communities beyond the walls of the house. 

 
ƳŀƪƛƴƎ ƛǘ ǘƘŜ Ƴƻǎǘ ŎƻƳǇŀǊŀōƭŜ ǿƛǘƘ ǘƘŜ ǾƛŜǿǎ ǎŜŜƴ ƛƴ ²ȅŀǘǾƛƭƭŜΩǎ ǎƪŜǘŎƘ ƻŦ tŀƛƴŜΩǎ ǇŀǾƛƭƛƻƴ ŀƴŘ ǘƘŜ 
presentation drawing (both seen from the west). 

https://www.zotero.org/google-docs/?kXjDVx
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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 Corinthian capitals for the Belvedere at the start of 

1826, while a temporary floor was laid in the Banqueting Room towards the end of the same year 

ό.ǳƛƭŘƛƴƎ !ŎŎƻǳƴǘǎύΦ tŀƛƴǘƛƴƎǎ ǳƴŘŜǊǘŀƪŜƴ ōȅ ²ƛƭƭƛŀƳ /ƻǿŜƴ ƛƴ муну ǘƻ ǊŜŎƻǊŘ ǘƘŜ 5ǳƪŜΩǎ ƴŜǿ ƴƻǊǘƘ 

wing show the successful execution of some of this work, with his painting of the Banqueting 

ΨŀǇŀǊǘƳŜƴǘǎΩ ŎƻƴƧǳǊƛƴƎ ǘƘŜ ǾƛǾƛŘ ŀƴŘ ƛƳǇǊŜǎǎƛǾŜ ǊŜŀƭƛǘȅ ƻŦ ǘƘŜ ōǳƛƭŘƛƴƎ ŀǘ ǘƘƛǎ ǘƛƳŜ όŦƛƎΦ нΦтύΦ  

 

 

CƛƎǳǊŜ нΦт Ψ¢ƘŜ .ŀƴǉǳŜǘƛƴƎ AǇŀǊǘƳŜƴǘǎ ŀǘ /ƘŀǘǎǿƻǊǘƘΩ ōȅ ²ƛƭƭƛŀƳ /ƻǿŜƴΣ мунуΣ ǎƘƻǿƛƴƎ ǘƘŜ ŜȄǘŜǊƴŀƭ ǿŀƭƭǎ ƻŦ 

the entire Banqueting Room block to have been constructed by this date. Image reproduced by permission of 

Chatsworth Settlement Trustees 
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/ƻǿŜƴΩǎ ǾƛŜǿ ƻŦ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ōǳƛƭŘƛƴƎ ƛǎ ŦǊƻƳ ǘƘŜ ǿŜǎǘΦ Lǘ ƘƛŘŜǎ ǘƘŜ ǇǊƛƴŎƛǇŀƭ ŜƭŜǾŀǘƛƻƴ ƻƴ 

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 public access to the rest of the north wing. Rather, a 

ΨŎƻǾŜǊŜŘ ǿŀȅΩ ǇǊƻǾƛŘŜŘ ǘƘŜ ǇǳōƭƛŎ ǊƻǳǘŜ ŦǊƻƳ ǘƘŜ Ƴŀƛƴ ƘƻǳǎŜΣ ǿƘƛŎƘ ǿŀǎ ŀŎŎŜǎǎŜŘ ōȅ ŀ ŘƻƻǊ ƻƴ ǘƘŜ 

Ŝŀǎǘ ǎƛŘŜ ƻŦ ǘƘŜ {ŎǳƭǇǘǳǊŜ DŀƭƭŜǊȅΩǎ ŜƴŘ ǿŀƭƭΣ ŀƴŘ ǿƘƛŎƘ ƭŜŘ ǘƻ ǘƘŜ ƭƻōōȅ ƻŦ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ 

building. Figures 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 side of the image). 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 Phase II). In all, figure 2.10 illustrates 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 for the Banqueting Room, 

as I will continue to demonstrate through this subsection.  

 

Figure 2.8 East (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 marked. The footprint of the building maintained 

tŀƛƴŜΩǎ ǘǊƛǇŀǊǘƛǘŜ ǇƭŀƴΣ ŘŜǎŎǊƛōŜŘ ƛƴ ǘƘŜ ǇǊŜǾƛƻǳǎ ǎǳōǎŜŎǘƛƻƴΤ ǎƛƴƎƭŜ-story spaces containing key 

services flanked the Banqueting Room building and were accessible from the main service courtyard, 

illustrated in /ƻǿŜƴΩǎ ǇŀƛƴǘƛƴƎ ŀōƻǾŜ όŦƛƎΦ нΦтύΦ /ƻǿŜƴΩǎ ǿƻǊƪ ŀƭǎƻ ǘŜǎǘƛŦƛŜǎ ǘƻ ŀƴ ƛƴǘŜǊƴŀƭ ŎƻƴƴŜŎǘƛƻƴ 

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 the first floor of this wall is evident in 

the floor plan in figure 2.10. 

 

Prior to the installation of the Orangery, then, the near-completed 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 lobby of the building, from where they would climb 

a dedicated staircase to reach the Banqueting Room (fig. 2.11).20 Meanwhile, 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 the elite, entertainment spaces of the two.

 
20 This staircase was not completed until 1833 (Building Accounts). 
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Figure 2.9 5Ŝǘŀƛƭ ŦǊƻƳ ²ȅŀǘǾƛƭƭŜΩǎ ǇǊŜǎŜƴǘŀǘƛƻƴ ŘǊŀǿƛƴƎΣ ǘƛǘƭŜŘ Ψ9ƭŜǾŀǘƛƻƴ ƻŦ 9ŀǎǘ CǊƻƴǘΩΦ ¢ƘŜ ŎƻǾŜǊŜŘ ǿŀȅ ƭŜŀŘƛƴƎ ŦǊƻƳ ǘƘŜ {ŎǳƭǇǘǳǊŜ Dŀllery to the Banqueting Room 

building is likely to have looked very similar to the colonnaded structure on the right hand side of this image. (WY/T/2, 9). 
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CƛƎǳǊŜ нΦмл 5Ŝǘŀƛƭ ŦǊƻƳ ²ȅŀǘǾƛƭƭŜΩǎ ŦƭƻƻǊ ǇƭŀƴΣ ǘƛǘƭŜŘ ΨtǊƛƴŎƛǇŀƭ ƻǊ [ƛōǊŀǊȅ {ǘƻǊȅΩΦ ¢ƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ōǳƛƭŘƛƴƎ ƛǎ ƘƛƎƘƭƛƎƘted in red; the covered way in green; the courtyard 

space is delineated in black. (WY/T/2, 5). 
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Figure 2.11 !ǊŎƘƛǘŜŎǘǳǊŀƭ ŘǊŀǿƛƴƎ ǎƘƻǿƛƴƎ ǘƘŜ ŦƭƻƻǊ Ǉƭŀƴ ƻŦ ǘƘŜ ƭƻōōȅ ŀƴŘ ǎǘŀƛǊŎŀǎŜ ǘƻ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ōǳƛƭŘƛƴƎ ŀǘ ǘƘŜ ΨtǊƛƴŎƛǇŀƭΩ ƭŜvel. The covered way connects to 

the lobby of the building from the right; arrows illustrate the route to the dedicated staircase; access 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 quasi-independent 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 the house. 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 main house 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 honey-coloured 

sandstone walls, punctured only by the entrance doorway and two, small flanking windows on the 

lower level, and one floor-length 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 rhythm 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 

ŀǎ ŘƛǎǘƛƴŎǘƛǾŜƭȅ ΨƻǘƘŜǊΩΦ ¢Ƙƛǎ ŘƛŦŦŜǊŜƴŎŜ ƛƴ ǎǘȅƭŜ ǎŜǘǎ ǘƘŜ ōƭƻŎƪ ŀǇŀǊǘ ŦǊƻƳ ǘƘŜ ǊŜst of the house, 

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 I will return to shortly. 

 

 

Figure 2.12 Aerial 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 LHS: the Banqueting Room building from the north - the 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 - ǾƛŜǿǎ ǘƘŀǘ ǿŜǊŜ ōƻǘƘ ŀŦŦƻǊŘŜŘ ōȅ ŀƴŘ ǊŜƛƴŦƻǊŎŜŘ ǘƘŜ ǊƻƻƳΩǎ ŀǊŎƘƛǘŜŎǘǳǊŀƭ 

independence. The windows on the north wall, as well as a single 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 summarised as ΨrarefiedΩΦ ¢ƘŜ hȄŦƻǊŘ 

English Dictionary provides two definitions for this adjective, both of which map neatly onto how we 

might interpret these views: the first is the sense of describing thinner air (Oxford English Dictionary 

2023a) - pointing to the elevated position of the room - and the second is its extended meaning as 

refined or select (Oxford English Dictionary 2023b). Certainly, 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 

a viǎƛǘƻǊΩǎ ƛƳǇǊŜǎǎƛƻƴ ǘƘŀǘ ǘƘŜȅ ǿŜǊŜ ǊƛǎƛƴƎ ǘƘǊƻǳƎƘ ƛǘΣ ǿŀǎ ƛƴǘŜƎǊŀƭ ǘƻ ƛǘǎ ǎŜƴǎŜ ƻŦ ƛƴŘŜǇŜƴŘŜƴŎŜΦ 

 

¢Ƙƛǎ ǎŜƴǎŜ ƻŦ ŜƭŜǾŀǘƛƻƴ ŦǊƻƳ ŀ ǾƛǎƛǘƻǊΩǎ ǇŜǊǎǇŜŎǘƛǾŜ Ŏŀƴ ōŜ ŦǳǊǘƘŜǊ ŘǊŀǿƴ ƻǳǘ ōȅ ŀƴŀƭȅǎƛƴƎ ǘƘŜ ŦŜŀǘǳǊŜǎ 

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 stairwell (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-

https://www.zotero.org/google-docs/?fJCpLn
https://www.zotero.org/google-docs/?fJCpLn
https://www.zotero.org/google-docs/?LRukDc
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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, aural or oral dialogue 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 been exchanged. 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 confirms this to 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 I would like to draw out two particular consequences 

that have a thematic bearing on the rest of this thesis: the bǳƛƭŘƛƴƎΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǘƘŜ ƻǳǘŘƻƻǊǎΤ 

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 windows 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 practically enshrined by the addition of the belvedere,21 the construction of which prompts 

us to consider both the view from the building and the view of ƛǘΦ ¢ƘŜ ƴŀƳŜ ƻŦ ΨǘƘŜ tƻǳǎǎƛƴΩ ǿŀǎ ŎƻƛƴŜŘ 

ŦƻǊ ǘƘƛǎ ΨǘŜƳǇƭŜ ŀǘǘƛŎΩ ōȅ ŀ ŎƻƴǘŜƳǇƻǊŀǊȅ ƻŦ ǘƘŜ сth Duke (Cavendish 1844, 117), linking the 

appearance of this structure within its surroundings to the 17th-century artist, Nicolas Poussin, known 

for arcadian pastoral scenes set against dramatic landscapes dotted with Classical buildings. Such a 

reference, recorded and therefore perpetuated by the 6th Duke in his Handbook, highlights the 

aesthetic awareness of the Duke and his contemporaries of how the Banqueting Room building was 

ǾƛŜǿŜŘ ǿƛǘƘƛƴ ƛǘǎ ƭŀƴŘǎŎŀǇŜΦ CǊƻƳ Ƙƛǎ ƻǿƴ ŀŎŎƻǳƴǘ ƻŦ ǘƘŜ ōŜƭǾŜŘŜǊŜΩǎ ŘŜǾŜƭƻǇƳŜƴǘ ŀǎ ƛƴǎǇƛǊŜŘ ōȅ ŀ 

building he had seen at Oxford (ibid.), it seems unlikely that the Duke held fast to this idealised and 

ǊƻƳŀƴǘƛŎƛǎŜŘ ǇŜǊǎǇŜŎǘƛǾŜ ƻŦ ǘƘŜ ōǳƛƭŘƛƴƎΦ bƻƴŜǘƘŜƭŜǎǎΣ Ƙƛǎ ƛƴŎƭǳǎƛƻƴ ƻŦ Ƙƛǎ ŦǊƛŜƴŘΩǎ ŀǇǇŜƭƭŀǘƛƻƴ ŦƻǊ ǘƘŜ 

 
21 ¢ƘŜ ƴŀƳŜ ΨǘŜƳǇƭŜ ŀǘǘƛŎΩ ǿŀǎ ǳǎŜŘ ōȅ ǘƘŜ сth 5ǳƪŜΣ ǎƻ ŜȄǇƭƻǊƛƴƎ ǘƘŜ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ΨōŜƭǾŜŘŜǊŜΩ ŀǎ ŀ ǿŀȅ ǘƻ 

interpret this structure would be erroneous. 

https://www.zotero.org/google-docs/?a9fURh
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ΨǘŜƳǇƭŜ ŀǘǘƛŎΩ ƛƴ Ƙƛǎ Handbook reveals his recognition that the sight of the structure was just as 

important as the sights from 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, I use it here to illustrate 

the central point that the Banqueting Room building harnessed architectural design 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 sanctuary. It is possible that a visitor may 

have been borne to the main entrance by carriage - a decade and a half later, in 1843, Queen Victoria 

was to tour the extensive Gardens by this means - but no evidence has yet come to light that suggests 

this. Rather, the 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 the Garden 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 the spatial relationship between the Banqueting Room building and the Gardens). 

The architectural independence of the Banqueting Room building, then, co-opted the Gardens to the 

experience of the journey to the Banqueting Room itself, tying this outside space to the inside one 

through the bodies of the people passing through and into them. 
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Figure 2.14 View from the Gardens of the Banqueting Room building, showing the principal elevation of the 

ōƭƻŎƪ ŀƴŘ ōǊƻŀŘƭȅ ŘŜƳƻƴǎǘǊŀǘƛƴƎ ǘƘŜ ōǳƛƭŘƛƴƎΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǘƻ ǘƘŜ DŀǊŘŜƴ ōŜȅƻƴŘΦ ϭ LƳŀƎŜ ǘŀƪŜƴ ōȅ 

Myfanwy Eilertsen. Reproduced by permission of Chatsworth House Trust. 

 

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. By virtue of its being connected to the high-

status rooms of the main house, we might read the covered way as being equally high-status and 

offering an access route for those with higher status than others. On the other hand, as illustrated 

above, the architectural 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 colonnaded 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 those bodies able 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 political and social philosophies upheld by the 6th Duke - a 

point I will return to further on in this section. 

Ψ.ŀƴǉǳŜǘƛƴƎ wƻƻƳΩ 

The sense of architectural independence from the main house that I have thus far illustrated takes on 

more resonance when paired with the nomenclature for the Banqueting Room in this historical phase, 

ŀǎ L ǿƛƭƭ ŘŜƳƻƴǎǘǊŀǘŜ ƘŜǊŜΦ ¢ƘŜ ǘƛǘƭŜ ƻŦ Ψ.ŀƴǉǳŜǘƛƴƎ wƻƻƳΩ ƛǎ ƘƛƎƘƭȅ ǎƛƎƴƛŦƛŎŀƴǘ ƛƴ ƛǘǎ ŎƻǳƴǘǊȅ ƘƻǳǎŜ 

context, recalling as it does architectural precedents with roots in the Elizabethan and Jacobean eras. 

Though later examples of banqueting houses exist, I contend that the earliest iteration of the 

Banqueting Room building drew on 16th- and 17th-century architectural templates to evoke and reify 

the political values and sensibilities of the 6th Duke. 

 

¢ƘƻǳƎƘ ǿŀǊǊŀƴǘƛƴƎ ŦǳǊǘƘŜǊ ǎǘǳŘȅ ŀǎ ŀƴ ŜǾƻƭǾƛƴƎ ōǳƛƭŘƛƴƎ ǘȅǇŜΣ ǘƘŜ ŘƛǎǘƛƴŎǘ ǎǘǊǳŎǘǳǊŜ ƻŦ ǘƘŜ ΨōŀƴǉǳŜǘƛƴƎ 

ǊƻƻƳΩ ƻǊ ΨƘƻǳǎŜΩ ƛƴ ƛǘǎ мсth- and 17th-century context is introduced comprehensively by Girouard in 

Life in the English Country House (1980, 104-106). Of particular relevance to this study, Girouard notes 

the typical siting of the small-scale 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 walk outside - 

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 structures, often 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 period (Musson 1999). Examples of these sites include the 

banqueting room at Hardwick Hall, Derbyshire, constructed in the 1590s and situated in one of the 

ōǳƛƭŘƛƴƎΩǎ ǊŜŎǘŀƴƎǳƭŀǊ ǘǳǊǊŜǘǎ όŦƛƎǎΦ нΦмр ŀƴŘ нΦмсύΣ ŀƴŘ ǘƘŜ ōŀƴǉǳŜǘƛƴƎ ƘƻǳǎŜ ŀǘ ²Ŝǎǘƻƴ IŀƭƭΣ bƻǊǘƘ 

Yorkshire, a multi-level, independent garden structure constructed in the late 16th to early 17th 

century (fig. 2.17). 

 

https://www.zotero.org/google-docs/?MxHGcT
https://www.zotero.org/google-docs/?kAspz4
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Figure 2.15 Hardwick Hall, Derbyshire. Image courtesy of Chris Heaton, CC BY-SA 2.0 

(https://commons.wikimedia.org/w/index.php?curid=116182170). 

 

 

Figure 2.16 View of the banqueting room at Hardwick Hall, Derbyshire. Image courtesy of John J Tackett 

(https://tdclassicist.blogspot.com/2011/10/hardwick-hall-and-cavendish-dynasty.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.com/the-banqueting-house-weston-

near-otley-north-yorkshire/ 

 

The Banqueting Room at Chatsworth, in the phase under discussion here, bears a comparison with 

both of these variations of Elizabethan banqueting houses. As I have illustrated, the Banqueting Room 

building asserted a sense of independence from the main house and 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 commanded views over the landscape, again recalling the multi-level 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 room at Hardwick. 

 

!ǊƎǳŀōƭȅΣ ƻƴŜ ƻŦ ǘƘŜ ǿŀȅǎ /ƘŀǘǎǿƻǊǘƘΩǎ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ŘŜǾƛŀǘŜŘ ŦǊƻƳ DƛǊƻǳŀǊŘΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ 

Elizabethan examples was in the importance placed on its position within the landscape and the value 

of the view of 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 

ŎƻƴǎǳƳǇǘƛƻƴ ƻŦ ŘŜƭƛŎŀŎƛŜǎΣ ΨōŀƴǉǳŜǘƛƴƎ ƘƻǳǎŜǎ ǘŜƴŘŜŘ ǘƻ ōŜ ƻŦ ŦŀƴŎƛŦǳƭ architecture, like the food 

ǎŜǊǾŜŘ ƛƴ ǘƘŜƳΩ (1980, 140). Meanwhile, Jeremy Musson notes that the two banqueting houses at 

/ŀƳǇŘŜƴ IƻǳǎŜ ƛƴ DƭƻǳŎŜǎǘŜǊǎƘƛǊŜ ΨŦŀŎŜŘ ŜŀŎƘ ƻǘƘŜǊΩ (1999, 64). Such descriptions of the aesthetics 

https://www.zotero.org/google-docs/?cwqRow
https://www.zotero.org/google-docs/?Kns3Sq
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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 glazed, 16th-century 

superstructure that crowns Wollaton Hall, Nottinghamshire - another construction which bears 

ƛƴǘŜǊǊƻƎŀǘƛƴƎ ǿƘŜƴ ŎƻƴǎƛŘŜǊƛƴƎ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ǘŜƳǇƭŀǘŜǎ ŦƻǊ /ƘŀǘǎǿƻǊǘƘΩǎ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ (Doole 

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 

ŎƻƴŦƻǊƳ ǘƻ DƛǊƻǳŀǊŘΩǎ ōŀƴǉǳŜǘƛƴƎ ǊƻƻƳ ǘȅǇƻƭƻƎȅ ōȅ ǾƛǊǘǳŜΣ Ƴƻǎtly, of its size. Where Elizabethan 

ōŀƴǉǳŜǘƛƴƎ ǊƻƻƳǎ ŀǊŜ ǘȅǇƛŎŀƭƭȅ ƛƴǘƛƳŀǘŜ ƛƴ ǎŎŀƭŜΣ ²ƻƭƭŀǘƻƴΩǎ ŜƭŜǾŀǘŜŘ ǊƻƻƳ Ψƛǎ ŀǇǇǊƻȄƛƳŀǘŜƭȅ нл Ƴ 

ƭƻƴƎ Ȅ мл Ƴ ǿƛŘŜ ǿƛǘƘ ŀ ƘƛƎƘ ŎŜƛƭƛƴƎΩ (Morton 2011, 25). Apparently confounding any architectural 

typology, cramped access routes and almost no features to make its occupants comfortable, such as 

ŀ ŦƛǊŜǇƭŀŎŜΣ ƘŀǾŜ ƭŜŘ DƛǊƻǳŀǊŘ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ǊƻƻƳ ŀǎ ΨǾƛǊǘǳŀƭƭȅ ǳǎŜƭŜǎǎΩ (1991, 64). The lack of 

ŜǾƛŘŜƴŎŜ ǘƻ ŀǘǘŜǎǘ ǘƻ ŀƴ ƻǊƛƎƛƴŀƭ ǎƻŎƛŀƭ ŦǳƴŎǘƛƻƴ ŀǎ ǿŜƭƭ ŀǎ ŀ ŎƻƴǎƛŘŜǊŀǘƛƻƴ ƻŦ ǘƘŜ ōǳƛƭŘƛƴƎΩǎ ǎƛǘǳŀǘƛƻƴ ƛƴ 

its landscape have led Doole to suggest that, rather than ask how the room operated for the internal 

occupants of the building, we should 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 motivation for its 

construction (Doole 2025). Such an appraisal both reinforces the case for considering Elizabethan 

ōŀƴǉǳŜǘƛƴƎ ƘƻǳǎŜǎ ƛƴ ǎƛƳƛƭŀǊ ǿŀȅǎ ŀƴŘ ǊŀƛǎŜǎΣ ǘƘŜǊŜŦƻǊŜΣ ²ƻƭƭŀǘƻƴΩǎ ǎǘǊǳŎǘǳǊŜ ŀǎ ŀƴƻǘƘŜǊ ǇƻǎǎƛōƭŜ 

ǘŜƳǇƭŀǘŜ ŦƻǊ /ƘŀǘǎǿƻǊǘƘΩǎΦ 

 

¢ƘŜ ǊŜƭŀǘƛǾŜƭȅ ƭŀǊƎŜ ǎŎŀƭŜ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ƛǎ ŀƭǎƻ ǎƛƳƛƭŀǊƭȅ ǘƘŜ ǇǊƛƴŎƛǇŀƭ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ 

that precludes it from a closer comparison to Elizabethan predecessors of the same name. It is also, 

then, the architectural characteristic that draws a comparison 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).22 It is possible, then, that the architect drew on this 16th-century structure 

- somewhat analogous to contemporary banqueting houses - for inspiration to adequately 

accommodate the 6th 5ǳƪŜΩǎ ƴŜŜŘǎ ŦƻǊ ŀƴ ŜŀǊƭȅ мфth-century Banqueting Room. Following this 

biographical vein, Linstrum also cites the Banqueting Room at Hardwick Hall as inspiration, given the 

5ǳƪŜΩǎ ƻǿƴŜǊǎƘƛǇΣ ŦŜŜƭƛƴƎ ŦƻǊ ŀƴŘ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘƘŜ ǇƭŀŎŜΦ ²Ƙŀǘ ƛǎ ƴƻǘŀōƭŜ ŀōƻǳǘ ōƻǘƘ ƻŦ ǘƘŜǎŜ 

examples is that, on top of testifying to the significance of personal connections between patron, 

 
22 Lǘ ƛǎ ǿƻǊǘƘ ƴƻǘƛƴƎ ǘƘŀǘ [ƛƴǎǘǊǳƳΩǎ ŎƻƳǇŀǊƛǎƻƴ ƛǎΣ ƛƴ ŦŀŎǘΣ ǿƛǘƘ /ƘŀǘǎǿƻǊǘƘΩǎ .ŜƭǾŜŘŜǊŜΦ 5ǳŜ ǘƻ ǘƘŜ ǊŜǎŜŀǊŎƘ 

ŀǾŀƛƭŀōƭŜ ŀǘ Ƙƛǎ ǘƛƳŜ ƻŦ ǿǊƛǘƛƴƎΣ [ƛƴǎǘǊǳƳ ǿŀǎ ǳƴŀǿŀǊŜ ƻŦ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳΩǎ ƛŘŜƴǘƛǘȅ ǇǊƛƻǊ ǘƻ ǘƘŜ 
installation of the stage. 

https://www.zotero.org/google-docs/?arrIYY
https://www.zotero.org/google-docs/?arrIYY
https://www.zotero.org/google-docs/?RtTn2P
https://www.zotero.org/google-docs/?Ct6han
https://www.zotero.org/google-docs/?1OTB14
https://www.zotero.org/google-docs/?YB4szJ
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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 of Elizabethan buildings in doing so. 
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Figure 2.18 Wollaton Hall, Nottingham, in 2010 

(https://en.wikipedia.org/wiki/File:Wollaton_Hall_Nov2010.jpg). 

 

 

Figure 2.19 Prospect room, Wollaton Hall, Nottingham. Image courtesy of Thomas Griffiths 

(https://www.behance.net/gallery/53402539/Wollaton-Hall-and-Deer-Park-Promotional-

photography/modules/315136885). 
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ΨhƭŘŜƴ ¢ƛƳŜ ǾƻƎǳŜΩ 

Why might the 6th Duke have sought to build a space modelled on Elizabethan predecessors? In The 

Fall and Rise of the Stately Home, Peter Mandler posits a view that the 16th- and 17th-centuries were 

a particularly fashionable era for late-Georgian and early-Victorian elite society to draw on (1997). 

Acknowledging the generalising, revisionist approach of this early-19th century period to Tudor and 

WŀŎƻōŜŀƴ ƘƛǎǘƻǊȅΣ aŀƴŘƭŜǊ Ŏƻƛƴǎ ǘƘŜ ǘŜǊƳ ΨhƭŘŜƴ ¢ƛƳŜ ǾƻƎǳŜΩ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ŦŀǎƘƛƻƴΣ ŘŜŦƛƴƛƴƎ ǘƘŜ 

ΨhƭŘŜƴ ¢ƛƳŜΩ ŀǎ ΨǘƘŜ ǇŜǊƛƻŘ ōŜǘǿŜŜƴ ƳŜŘƛŜǾŀƭ ǊǳŘŜƴŜǎǎ ŀƴŘ ŀǊƛǎǘƻŎǊŀǘƛŎ ƻǾŜǊ-refinement, the time of 

ǘƘŜ ¢ǳŘƻǊǎ ŀƴŘ ŜŀǊƭȅ {ǘǳŀǊǘǎΩ (1997, 31). Accounting for the enthusiastic revival, Mandler argues that 

ǘƘŜ ΨhƭŘŜƴ ¢ƛƳŜΩ ŀǇǇŜŀƭŜŘ ǘƻ ŜƭƛǘŜ ŜŀǊƭȅ ±ƛŎǘƻǊƛŀƴǎ ŦƻǊ ǘƘŜ ƻǇǇƻǊǘǳƴƛǘȅ ƛǘ ƻŦŦŜǊŜŘ ǘƻ ǾƛŜǿ Ψ¢ǳŘƻǊ 

ŀǳǘƘƻǊƛǘŀǊƛŀƴƛǎƳΩ ŀǎΣ 

Ψƴŀǘƛƻƴ-building, establishing [...] a genuinely national religion in the form of English 

Protestantism, and, by enforcing the peace, putting an end to baronial rule, 

ŀƭƭƻǿƛƴƎ ǘŀƭŜƴǘ ŀƴŘ ƳŜǊƛǘ ǘƻ ŦƭƻǳǊƛǎƘΩ (1997, 32). 

To what extent might the 6th Duke have been motivated by these ideals? 

 

/ŜǊǘŀƛƴƭȅΣ ΨhƭŘŜƴ ¢ƛƳŜ ǾƻƎǳŜΩ ǿŀǎ ŦŜƭǘ ƛƴ ǘƘŜ сǘƘ 5ǳƪŜΩǎ ǎƻŎƛŀƭ ǿƻǊƭŘΦ aŀƴŘƭŜǊ ŎƛǘŜǎ ǘƘŜ ǇƻǇǳƭŀǊƛǘȅ ƛƴ 

this period of the novels by Sir Walter Scott (1771-1832), whose historic romances were frequently 

set in reimagined, English, 16th-century stately homes. In 1832, a group of guests including the future 

vǳŜŜƴ ±ƛŎǘƻǊƛŀ ŀƴŘ ƘŜǊ ƳƻǘƘŜǊ ǎǘŀƎŜŘ ŀ ŎƘŀǊŀŘŜ ƻŦ {ŎƻǘǘΩǎ Kenilworth in the Drawing Room 

(Cavendish 1844, 53 & 99) (see 1.2.3 Charades, Tableaux Vivants and Private Theatricals). There is 

ŜǾƛŘŜƴŎŜ ǘƘŀǘ ǘƘŜ 5ǳƪŜΩǎ ǇƻƭƛǘƛŎŀƭ ǾŀƭǳŜǎ ŀƭǎƻ ŀƭƛƎƴŜŘ ǿƛǘƘ aŀƴŘƭŜǊΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴΦ ¢ƘŜ ƘƛǎǘƻǊƛŀƴΩǎ 

description of Tudor authoritarianism, as seen through the eyes of elite early Victorians, 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 teachings of the Church of England provided the moral 

metric by which to measure his own virtues and perceived failings (Lees-Milne 1991). 

 

/ƭƻǎŜƭȅ ŎƻƴŦƻǊƳƛƴƎ ǘƻ aŀƴŘƭŜǊΩǎ ŜǉǳƛǾƻŎŀǘƛƻƴ ƻŦ ōŀǊƻƴƛŀƭ ǊŜŦƻǊƳΣ ǘƘŜ сth 5ǳƪŜΩǎ ōƛƻƎǊŀǇƘŜǊ ǘŜƭƭǎ ǳǎ 

that,  

ΨǘƘŜ 5ǳƪŜ ƻŦ 5ŜǾƻƴǎƘƛǊŜ ώΦΦΦϐ ǿŀǎ ƛƴ ǘƘŜ ǾŜǊȅ Ǿŀƴ ƻŦ ǇǊƻƎǊŜǎǎƛǾŜ 9ƴƎƭƛǎƘ ƭŀƴŘƭƻǊŘƛǎƳΦ 

He was a passionate champion of popular rights and equal opportunities, albeit 

hoping that the aristocratic supremacy would last out his lifetime because, he 

https://www.zotero.org/google-docs/?og0NvA
https://www.zotero.org/google-docs/?ZEsQ7k
https://www.zotero.org/google-docs/?jzs4Kx
https://www.zotero.org/google-docs/?TBzCSO
https://www.zotero.org/google-docs/?KBZeNt


111 

would argue, sudden reversal of the established order would mean revolution and 

ƎŜƴŜǊŀƭ ŎƘŀƻǎ ŦǊƻƳ ǿƘƛŎƘ ƴƻ ƻƴŜ ǿƻǳƭŘ ōŜƴŜŦƛǘΩ (Lees-Milne 1991, 124). 

LƭƭǳǎǘǊŀǘƛƴƎ ǘƘŜ 5ǳƪŜΩǎ ŀŘƘŜǊŜƴŎŜ ǘƻ ǘƘƛǎ ǇƘƛƭƻǎƻǇƘȅΣ ƘŜ ǿŀǎ ŀƴ ŜƳǇƘŀǘƛŎ ǎǳǇǇƻǊǘŜǊ ƻŦ ǘƘŜ муон wŜŦƻǊƳ 

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 new group of middle-Ŏƭŀǎǎ ǾƻǘŜǊǎΦ ¢ƘŜ 5ǳƪŜΩǎ 

patronage and employment of Joseph Paxton - a relationship that developed into an unusual friendship 

ǘƘŀǘ ƭŀǎǘŜŘ ǳƴǘƛƭ ǘƘŜ 5ǳƪŜΩǎ ŘŜŀǘƘ - is similarly the best evidence of this philosophy in direct social and 

patroƴŀƭ ǇǊŀŎǘƛŎŜΦ 9ƴŀōƭŜŘ ōȅ ǘƘŜ 5ǳƪŜΩǎ ǎǳǇǇƻǊǘΣ tŀȄǘƻƴ ŘŜǾŜƭƻǇŜŘ ŀ ŎŀǊŜŜǊ ǘƘŀǘ ǎǇŀƴƴŜŘ 

ƘƻǊǘƛŎǳƭǘǳǊŜΣ ŀǊŎƘƛǘŜŎǘǳǊŜΣ ŜƴƎƛƴŜŜǊƛƴƎΣ ǇǳōƭƛǎƘƛƴƎΣ Ǌŀƛƭǿŀȅǎ ŀƴŘ ǇƻƭƛǘƛŎǎΦ ¢ƘŜ сǘƘ 5ǳƪŜΩǎ ōƛƻƎǊŀǇƘŜǊ 

ŎƻƴŎƭǳŘŜǎ ǘƘŀǘ tŀȄǘƻƴΩǎ Ƴŀƴȅ ŀŎƘƛŜǾŜƳŜƴǘǎ ǿŜǊŜ ŀ ǎƻǳǊŎŜ ƻŦ ǾƛŎŀǊƛƻǳǎ Ǉride for the Duke (Lees-Milne 

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 building can be read as a quintessential cultural 

ŜȄǇǊŜǎǎƛƻƴ ƻŦ ΨhƭŘŜƴ ¢ƛƳŜ ǾƻƎǳŜΩΣ ŀƴŘ ǊŜŀŘƛƴƎ ǘƘŜ сǘƘ 5ǳƪŜΩǎ ǊŜƭƛƎƛƻǳǎΣ ǇƻƭƛǘƛŎŀƭ ŀƴŘ ǎƻŎƛŀƭ ŀŎǘƛǾƛǘȅ 

ǘƘǊƻǳƎƘ ǘƘŜ ǎŀƳŜ ƭŜƴǎΣ ƭŜŀŘǎ ǳǎ ǘƻ ƛƴǘŜǊǇǊŜǘƛƴƎ ǘƘŜ ōǳƛƭŘƛƴƎ ŀǎ ǊŜƛŦȅƛƴƎ ǘƘŜ сǘƘ 5ǳƪŜΩǎ ǾŀƭǳŜǎ ŀƴŘ 

principles. At the same time, maintaining an architectural connection with the main house for the 

ŦŀŎƛƭƛǘŀǘƛƻƴ ƻŦ ƪŜȅ ǎŜǊǾƛŎŜǎ ōƻǘƘ ǘŜǎǘƛŦƛŜŘ ǘƻ ǘƘŜ ōǳƛƭŘƛƴƎΩǎ ŜǾƻƭǳǘƛƻƴ ŀƴŘ ǎŜǊǾŜŘ ǘƘŜ ƴŜŜŘǎ ƻŦ 

entertaining in the 19th century. The Banqueting Room building, then, was designed as quasi-

ƛƴŘŜǇŜƴŘŜƴǘΣ ǇǊƻƧŜŎǘƛƴƎ ŀƴ ƛƳŀƎŜ ƻŦ ǘƘŜ ƛŘŜŀƭǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǘƘŜ ΨhƭŘŜƴ ¢ƛƳŜΩ ōǳǘ ƳŀƛƴǘŀƛƴƛƴƎ ǘƘŜ 

practical arrangements of a 19th-century mansion.

  

https://www.zotero.org/google-docs/?UJmOzj
https://www.zotero.org/google-docs/?5BpOgY
https://www.zotero.org/google-docs/?5BpOgY
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нΦо tƘŀǎŜ LLΥ ǘƘŜ Ψ.ŀƴǉǳŜǘǘƛƴƎ wƻƻƳΩΣ Ǉƻǎǘ-Orangery (1827-1833) 

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. The adoption 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 

ŀŎŎƻǊŘŀƴŎŜ ǿƛǘƘ ǘƘŜ 5ǳƪŜΩǎ ƭƛōŜǊŀl political and social values. The approach to the Banqueting Room 

harnessed the sensory effects of the outdoors and cultivated a sense of social equality through an 

ƛƴŘƛǾƛŘǳŀƭΩǎ ŀǊǊƛǾŀƭ Ǿƛŀ ǘƘŜ ƭƻōōȅΦ IƻǿŜǾŜǊΣ ǘƘŜ ƻǳǘŘƻƻǊ ŀǇǇǊƻŀŎƘ ŀƴŘ ǎŜƴǎŜ ƻŦ ƛƴŘŜǇŜƴŘŜƴŎe that 

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 of 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 

ǘƘŜ hǊŀƴƎŜǊȅ ōǊƻǳƎƘǘ ǘƻ ōŜŀǊ ƻƴ ŀ ǾƛǎƛǘƻǊΩǎ ƧƻǳǊƴŜȅ ǘƻ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳΦ 

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 the building changed to accommodate the new Orangery. 

The black blocks denote existing masonry - ie. the stonework as it existed prior to the Orangery - while 

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 covered way and the 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 Orangery. 

 

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; the second punctured 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 Banqueting Room 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).
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CƛƎǳǊŜ нΦнл !ǊŎƘƛǘŜŎǘǳǊŀƭ Ǉƭŀƴ ŦƻǊ ǘƘŜ ǊƻƻŦ ƻŦ ǘƘŜ hǊŀƴƎŜǊȅ ǿƛǘƘ ŀǳǘƘƻǊΩǎ ŀƴƴƻǘŀǘƛƻƴǎΦ ¢ƘŜ {ŎǳƭǇǘǳǊŜ DŀƭƭŜǊȅ ƛǎ ƻƴ ǘƘŜ ƭŜŦǘ ƻf the image (to the south); the Banqueting Room 

building is on the right (to the north). Black blocks denote existing masonry, while red ones 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 Room building. (WY/M/2/9)
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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 

5ǳƪŜΩǎ .ŀǘƘǎΦ !ǊŎƘƛǘŜŎǘǳǊŀƭ ŘǊŀǿƛƴƎǎ ŀƴŘ ǘƘŜ ōǳƛƭŘƛƴƎ ŀŎŎƻǳnts attest to the Banqueting Room stairs 

ŀƴŘ ǘƘŜ 5ǳƪŜΩǎ ƴŜǿ .ŀǘƘǎ ōƻǘƘ ōŜƛƴƎ ŎƻƴǎǘǊǳŎǘŜŘ ƛƴ ǘƘŜ ǎŀƳŜ ǇƘŀǎŜ ƻŦ ǿƻǊƪǎ ƛƴ мунфΦ ¢ƘŜ .ŀǘƘǎ ǿŜǊŜ 

located to the north of the Banqueting Room building on the story below that of the Banqueting Room 

itself. They were 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 a new north-south access 

route, from the Orangery to the Baths. Wyatville responded to these restrictions by designing the 

staircase we see today (WY/N/5/3-7). Approached from the Orangery, the staircase begins on the long 

west wall (to the left) and climbs to a 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 end of this landing 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 

ŘƻƻǊǎΦ ¢ƘŜ ǎƳŀƭƭ ŘƻƻǊ ǘƻ ǘƘŜ сǘƘ 5ǳƪŜΩǎ .ŀǘƘǎ Ŏŀƴ ōŜ ǎŜŜƴ ŀǘ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ǇŀǎǎŀƎŜΤ ǘƘŜ ƭŀǊƎŜ ŘƻƻǊǎ ǘƻ ǘƘŜ 

lobby and Garden can be seen on the right of 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 Banqueting Room was housed in a dedicated space 

and included amenities that considered the climb of a visitor - a water closet was designed to be 

accessed from one of the original half-landings, while planned circular openings in the ceiling 

permitted light - and perhaps sound - to 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 embodied experiences 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 once-dedicated stairwell became a node serving four spaces. 

The conversion of walls to include doorways left less space 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 Room - changes 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 serving visitors and towards accessing spaces. In so 

doing, the unity of the publicly-accessible areas of the Banqueting Room building - the staircase, and 

the Banqueting Room and Belvedere above it - was 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 Orangery - drenched 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 worthy of mention at 

ŀƭƭΦ Lƴ ŀ ƭŜǘǘŜǊ ŦǊƻƳ ǘƘŜ сǘƘ 5ǳƪŜΩǎ ƴƛŜŎŜΣ .ƭŀƴŎƘŜ /ŀǾŜƴŘƛǎƘΣ ǘƻ ƘŜǊ ƳƻǘƘŜǊ ƛƴ муосΣ .ƭŀƴŎƘŜ ƳŀƪŜǎ 

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 RoƻƳ ŦƻǊ ŘŀƴŎƛƴƎΦ {ƘŜ ǿǊƛǘŜǎΣ ΨȅŜǎǘŜǊŘŀȅ ŀƭƭ ǘƘŜ ǊƻƻƳǎ ǿŜǊŜ 

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 

ƛƴǘƻ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ǎǘŀƛǊŎŀǎŜ ŎƻƴǘƛƴǳƛƴƎ ǘƘŜ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ŜŦŦŜŎǘ ƻŦ ǘƘŜ ŜƴŦƛƭŀŘŜΣ .ƭŀƴŎƘŜΩǎ 

ƻōǎŜǊǾŀǘƛƻƴ ƻŦ ǘƘŜ ƛƭƭǳƳƛƴŀǘŜŘ ΨǳƴŎƻƳƳƻƴ ǎǳƛǘŜΩ ŜƴŘŜŘ ŀǘ ǘƘŜ hǊŀƴƎŜǊȅΦ ¢ƘƻǳƎƘ ǿŜ Ŏŀƴƴƻǘ ƪƴƻǿ ōȅ 
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which route Blanche entered the Banqueting Room building on this occasion (a subject discussed 

ŦǳǊǘƘŜǊ ōŜƭƻǿύΣ ƛǘ ƛǎ ƴƻǘŀōƭŜ ǘƘŀǘ ǘƘŜ ŜŦŦŜŎǘ ƻŦ ǘƘŜ ƭƛƎƘǘƛƴƎ ƻƴ .ƭŀƴŎƘŜΩǎ ŀǇǇǊŜŎƛŀǘƛƻƴ ƻŦ ǘƘŜ ΨǎǳƛǘŜΩ ŦŀƛƭŜŘ 

to extend to the stairwell. wŜŀŘƛƴƎ ŀƎŀƛƴǎǘ ǘƘŜ ƎǊŀƛƴ ƻŦ .ƭŀƴŎƘŜΩǎ ƭŜǘǘŜǊΣ ƘƻǿŜǾŜǊΣ ǿŜ Ƴŀȅ ŀƭǎƻ ǎǳǊƳƛǎŜ 

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 climb, but the activity of dancing 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 

ǘƘŜ ŦǊŀŎǘǳǊƛƴƎ ƻŦ ǘƘŜ ǎǘŀƛǊǿŜƭƭΩǎ ŦƻŎǳǎΣ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ Room arguably became untethered from the 

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 Orangery. 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 corridor space of the 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 into thŜ ǎǘŀƛǊǿŜƭƭ ƛǎ ƛƴǘƛƳŀǘŜŘ ƛƴ .ƭŀƴŎƘŜΩǎ муос 

ƭŜǘǘŜǊΣ ŀōƻǾŜΣ ŀƴŘ ŎƻƴŦƛǊƳŜŘ ōȅ ǘƘŜ ǎŀƳŜ ŎƻǊǊŜǎǇƻƴŘŜƴǘ ǘƘǊŜŜ ȅŜŀǊǎ ƭŀǘŜǊΥ ƛƴ муофΣ ǎƘŜ ǿǊƻǘŜΣ Ψŀǘ мл 

ƻώΨϐŎƭƻŎƪ ǿŜ ŀƭƭ ǿŜƴǘ ǘƘǊƻǳƎƘ ǘƘŜ ƭƻƴƎ ǇŀǎǎŀƎŜǎ ϧ ōŜŀǳǘƛŦǳƭ /ƻƴǎŜǊǾŀǘƻǊȅ ƭƛƎƘǘŜŘ ōȅ ŎƻƭƻǳǊŜŘ ƭŀƳǇǎΤ 

to the high ōǳƛƭŘƛƴƎ ǿƘώƛŎƘϐ ƛǎ ŎŀƭƭŜŘ ǘƘŜ .ŀƴǉǳŜǘǘƛƴƎ ώǎƛŎϐ ǊƻƻƳΩ ό/{сκпмрнύΦ /ƻǊǊƻōƻǊŀǘƛƴƎ ǘƘƛǎ ǊƻǳǘŜΣ 

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 house - the Sub-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 followed 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 Orangery - to 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 arrive - a process and route discussed in detail in 4.3.2 Access points and routes. 

The later uptake of this route suggests its consistent 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 lines: family papers and estate papers - a 

structure to which the DCA adheres. We 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 in the archive among 

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 catalogued 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 staff or visitors. Archive material pertaining to staff would fall under the 

purview of estate papers, the accrual of which has related in the main to the management of the 

estate and is less likely, therefore, to contain relevant correspondence 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 

with walking outside - ƎŜǘǘƛƴƎ ǿŜǘΣ ŘƛǊǘȅƛƴƎ ƻƴŜΩǎ ŎƭƻǘƘŜǎΣ etc. Moreover, the relationship between the 

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 was available cast the Orangery as a space of significance beyond mere expediency of 

access. In the temporarily-specific context of entertainment being provided in the Banqueting Room, 

the Orangery adopted a socially-related function that bears interrogating: what 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?23  

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 

 
23 No evidence has yet come to light of a performance practice of any kind taking place in the Orangery ς 
theatrical or musical. 
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conventions of country house entertainment. Although conservatories24 attached to grand houses 

were gaining popularity by the late 1820s (Beale 2002, 74), generally speaking, they were added as 

appendages leading inhabitants and visitors from the house into the gardens (Woods 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 high status entertainment rooms (Green 

2023, 126)Φ ¢ƘŜ ǳǎŜ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ hǊŀƴƎŜǊȅ ŀǎ ŀ ŎƻǊǊƛŘƻǊΣ ŜƴǘŜǊŜŘ ŦǊƻƳ ƻƴŜ ƘƛƎƘ ǎǘŀǘǳǎ ǊƻƻƳ ŀƴŘ 

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 outdoors - accessed by 

both the mansion and the gardens and containing both statuary and plants - the Orangery may also 

have been perceived as socially ambiguous. Certainly, this wŀǎ ǘǊǳŜ ŀƳƻƴƎ /ƘŀǘǎǿƻǊǘƘΩǎ ǎǘŀŦŦ ǿƘƻ 

ǿŜǊŜ ƻǊƎŀƴƛǎŜŘ ŀƭƻƴƎ ōǊƻŀŘƭȅ ΨƛƴŘƻƻǊΩ ŀƴŘ ΨƻǳǘŘƻƻǊΩ ƭƛƴŜǎΦ Lƴ ƘŜǊ нлмф ǘƘŜǎƛǎΣ [ŀǳǊŜƴ .ǳǘƭŜǊ ŘŜǎŎǊƛōŜǎ 

a misunderstanding between the managers of both house and gardens over the appropriate use of 

ǘƘŜ hǊŀƴƎŜǊȅΩǎ ŦƭƻǿŜǊǎ and foliage: when asked by the 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 of the indoor 

spaces (2019, 208). Butler argues that such an incident taking place around the axis of the Orangery 

ǊŜǇǊŜǎŜƴǘŜŘ ŀ ōƭǳǊǊƛƴƎ ƻŦ ΨǘƘŜ ǇƘȅǎƛŎŀƭ ŀƴŘ ǎƻŎƛŀƭ ōƻǳƴŘŀǊȅ ōŜǘǿŜŜƴ ƛƴŘƻƻǊ ŀƴŘ ƻǳǘŘƻƻǊΩ όƛōƛŘΦύΦ 

Though the leisure classes in country house historiography are rarely, if ever, described along such 

ƛƴŘƻƻǊκƻǳǘŘƻƻǊ ƭƛƴŜǎΣ ǿƘŀǘ .ǳǘƭŜǊΩǎ ŜȄŀƳǇƭŜ ƳŀƪŜǎ ŎƭŜŀǊ ƛǎ ǘƘŜ ƛƳǇƻǎǎƛōƛƭƛǘȅ ƻŦ ŀǇǇƭȅƛƴƎ ƻƴŜ ǎŜǘ ƻŦ 

social rules to an entire group based solely on their social or professional role. Therefore, it is entirely 

possible that stepping from 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 and shrubs from across the world 

(Cavendish 1844, 108-110). Orange trees had been cultivated in northern European countries for some 

three hundred years by the 19th century (Woods and Warren 1990, 8), but many of the other plants 

 
24 We should not dwell on the nomenclature for the Orangery to interpret its location, design or contents. 

Universally-held distinctions between the appropriate uses, design or location of greenhouses, glasshouses, 
conservatories and orangeries was not forthcoming until around the 1840s, and even then individual accounts 
might use the terms interchangeably (Woods and Warren 1990, 93; cf. Green 2023, 126)Φ /ƘŀǘǎǿƻǊǘƘΩǎ 
Orangery was also referred to as a conservatory during the period under scrutiny here (Butler 2019, 209). 

https://www.zotero.org/google-docs/?KJCyqq
https://www.zotero.org/google-docs/?Sw4xuA
https://www.zotero.org/google-docs/?Sw4xuA
https://www.zotero.org/google-docs/?77V7uI
https://www.zotero.org/google-docs/?77V7uI
https://www.zotero.org/google-docs/?oVvnCx
https://www.zotero.org/google-docs/?WAtIXN
https://www.zotero.org/google-docs/?MMwN4d
https://www.zotero.org/google-docs/?dsgj9g
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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 Chile (Gedye 2017), the Rhododendron 

Arboreum from the Himalayas (Cullen 2011), and the Dammara Australis (renamed Agathis Australis 

ŀƴŘ ƪƴƻǿƴ ƛƴ ƛǘǎ ƴŀǘƛǾŜ ŎƻƴǘŜȄǘ ŀǎ ƪŀǳǊƛύ ŦǊƻƳ bŜǿ ½ŜŀƭŀƴŘΩǎ bƻǊǘƘ LǎƭŀƴŘ όǎŜŜ !ǇǇŜƴŘƛȄ 5 ŦƻǊ 

illustrations of the plants held in the Orangery). Such diversity of species, as well as their novelty in 

this country, represented 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 offered by 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 appreciation had 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 well. Many 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, 91)Φ 9ƳōǊŀŎƛƴƎ ǘƘƛǎ ǎŜƴǎŜ ƻŦ ǎŎŀƭŜΣ ŀǘ ƴƛƎƘǘ ǘƘŜ 5ǳƪŜ ǇƭŀŎŜŘ ΨǇƻǿŜǊŦǳƭ ƭŀƳǇǎΩ 

in a monumental sculpted marble urn that threw light onto hazy branches, and created such an 

ǳƴŜȄǇŜŎǘŜŘ ŀƴŘ ƳŀƎƛŎŀƭ ŜŦŦŜŎǘ ΨǘƘŀǘ ǇŜƻǇƭŜ ŎǊȅ ƻǳǘ CŀƛǊȅ ƭŀƴŘΩ (Cavendish 1844, 108) (figs. 2.22-2.24). 

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 the leafy 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 glazed roof possible, 

ǎƻ ǎǳŎƘ ŀƴ ƛƴǘŜǊǇƭŀȅ ƻŦ ƭƛƎƘǘ ŀƴŘ Ǝƭŀǎǎ ƻǾŜǊƘŜŀŘ Ƴŀȅ ƘŀǾŜ ƳŀƎƴƛŦƛŜŘ ǘƘŜ ƳŀƎƛŎŀƭ ŜŦŦŜŎǘ ƻŦ ΨŦŀƛǊȅ ƭŀƴŘΩΦ 

 

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 the Liquidambar 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 able to scent the air of the space year-ǊƻǳƴŘΣ ǘƘŜ 5ǳƪŜ ƴƻǘƛƴƎ ǘƘŀǘ ǘƘŜ ƻǊŀƴƎŜ ǘǊŜŜǎ ΨǊŜƳŀƛƴ 

https://www.zotero.org/google-docs/?IFn2to
https://www.zotero.org/google-docs/?Ab6pOU
https://www.zotero.org/google-docs/?5kLE9A
https://www.zotero.org/google-docs/?KcrDyt
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here [in the Orangery] almost always in good health and condition, perfuming the whole of 

/ƘŀǘǎǿƻǊǘƘ ǿƛǘƘ ǘƘŜƛǊ ōƭƻǎǎƻƳǎΩ (Cavendish 1844, 109). Beyond the scent 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 spaces on 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 and provided an embodied shift from 

one type of space to another. 

 

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 Vase - can be seen in the centre of the image. (From The 

Graphic, 28 December 1872.) 

 

https://www.zotero.org/google-docs/?PStwix
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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-

ƘƻǳǎŜκ όŦǊƻƳ Ψ¢ƘŜ {ǇƘŜǊŜΩ нуǘƘ 5ŜŎŜƳōŜǊ мфпсύΦ 

 

 

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/chatsworth-house_5.html) 
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2.3.5 Conclusion 

The insertion of the Orangery transformed the identity of the Banqueting Room. The once-dedicated 

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 Banqueting Room shifted from the Gardens to the 

Orangery. However, co-opting 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 monumental 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 architecture, towards 19th-century 

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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нΦп tƘŀǎŜ LLLΥ ΨΦΦΦƻǊ ¢ƘŜŀǘǊŜΩ όмуоо-1858) 

нΦпΦм ²ȅŀǘǾƛƭƭŜΩǎ DŀƭƭŜǊȅ {ƪŜǘŎƘŜǎ 

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 Banqueting Room, 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/1a & 2; figs 2.25 and 2.26). While the formal drawings are in black ink, with notes made in 

a hand dƛǎǘƛƴŎǘ ŦǊƻƳ ²ȅŀǘǾƛƭƭŜΩǎ ƻǿƴ - ƛƴŘƛŎŀǘƛƴƎ ǘƘŜ ǿƻǊƪ ƻŦ ŀƴ ŀǎǎƛǎǘŀƴǘ ƛƴ ǘƘŜ ŀǊŎƘƛǘŜŎǘΩǎ ƻŦŦƛŎŜ - the 

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 were made: 6th October 1833. Two days later, 

ƻƴ уǘƘ hŎǘƻōŜǊ муооΣ ǘƘŜ 5ǳƪŜ ǊŜŎƻǊŘŜŘ ƛƴ Ƙƛǎ ŘƛŀǊȅΣ Ψ{ƛǊ WŜŦŦǊŜȅ ǿŜƴǘ ώŦǊƻƳ /ƘŀǘǎǿƻǊǘƘϐΣ ƘŀǾƛƴƎ Ƴƻǎǘ 

ƘŀǇǇƛƭȅ ŀǊǊŀƴƎŜŘ ŜǾŜǊȅǘƘƛƴƎΩ ό5CпκнκмκмоύΣ ŀƴŘ ŦƻǳǊ Řŀȅǎ ŀŦǘŜǊ ǘƘƛǎΣ ǘƘŜ ŀǇǇŜƭƭŀǘƛƻƴ Ψ¢ƘŜŀǘǊŜΩ ƛǎ ƎƛǾŜƴ 

to denote the 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 

ōŜ ǘƛǘƭŜŘΣ Ψ.ŀƴǉǳŜǘǘƛƴƎ wƻƻƳ ƻǊ ¢ƘŜŀǘǊŜΩΦ CǊƻƳ ǘƘƛǎ Ǉƻƛƴǘ ƻƴΣ ǘƘe room is variously referred to in the 

ŀǊŎƘƛǾŜ ƳŀǘŜǊƛŀƭ ŀǎ Ψ.ŀƴǉǳŜǘǘƛƴƎ wƻƻƳΩΣ Ψ.ŀƭƭ wƻƻƳΩ ƻǊ Ψ¢ƘŜŀǘǊŜΩΦ 
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Figure 2.25 Architectural plan for the Gallery in the Banqueting Room from September 1833, overlaid with sketches for a different design dated October 1833 

(WY/N/iii/1a). © 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, overlaid with sketches for 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 

ǿƘƛŎƘ ǘƘŜ 5ǳƪŜ ƛǎ ǇŜǊǎƻƴŀƭƭȅ ƛƳǇƭƛŎŀǘŜŘΣ Ƙƛǎ ƧƻǳǊƴŀƭƭŜŘ ǿƻǊŘǎ ŎƻƴǾŜȅƛƴƎ ŘƛǎǘƛƴŎǘ ǎŀǘƛǎŦŀŎǘƛƻƴ ǿƛǘƘ Ψ{ƛǊ 

WŜŦŦǊŜȅΩΩǎ ŀǊǊŀƴƎŜƳŜƴǘǎΦ bƻ ŦƻǊƳŀƭ ŘǊŀǿƛƴƎ ƻŦ the sketched designs exists in the archive today, so we 

are left with the impression that these sketches are the fruit of a familiar, informal, one-to-one 

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 in this way, the sketches erode the lens of 

traditional architectural history that frequently fixes polite architecture into a cannon, or logical and 

ǎŜǉǳŜƴǘƛŀƭ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ƛǘǎ ŀǳǘƘƻǊΩǎ ƻǳǘǇǳǘ (Arnold 2006, xvi), and through which much of 

/ƘŀǘǎǿƻǊǘƘΩǎ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ƘƛǎǘƻǊȅ Ƙŀǎ ōŜŜƴ ǊŜŎƻǊŘŜŘ όŜƎΦ [ƛƴǎǘǊǳƳ мфтнύΦ wŀǘƘŜǊΣ ǘƘŜȅ ǎƘƻǿ ǘƘŜ 

patron to have individual and spontaneous desires, the architect to be nimble and adaptive, and the 

design process, even on a project as 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 have survived in the archive, it seems probable that these sketches never progressed to formal 

architectural drawings. That they clearly 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 between patron, architect and craftsmen further undermines the narrative, 

ŘƻƳƛƴŀƴǘ ƛƴ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ƘƛǎǘƻǊȅΣ ƻŦ ǇƻƭƛǘŜ ōǳƛƭŘƛƴƎǎ ōŜƛƴƎ ǘƘŜ ǊŜǎǳƭǘ ǎƻƭŜƭȅ ƻŦ ŀƴ ŀǊŎƘƛǘŜŎǘΩǎ ǾƛǎƛƻƴΦ 

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 

ǘƛŜŘ ǘƻ ǘƘŜ ŀǇǇŜƭƭŀǘƛƻƴ ƻŦ ŀ ΨǘƘŜŀǘǊŜΩΦ ¸ŜǘΣ ǿƘŀǘ ǿŜ ǳƴŘŜǊǎǘŀƴŘ ƻŦ ǘƘƛǎ ƴŀƳŜ ƛƴ ǘƘŜ ǳǎŜ-practice of this 

room is, perhaps, more nuanced than we might anticipate. 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 (DF4/2/1);25 his surviving 

 
25 {ǳƳƳŀǊƛǎƛƴƎ ǘƘŜ ŦƛǊǎǘ ǘǿƻ ǿŜŜƪǎ ƻŦ 5ŜŎŜƳōŜǊ муон ƛƴ Ƙƛǎ ŘƛŀǊƛŜǎΣ ǘƘŜ 5ǳƪŜ ƴƻǘŜŘΣ Ψ!ƭƭ ǘƘŜ ǎŀƳŜΦ 9ŀǊƭȅ 

ŘƛƴƴŜǊǎ ϧ ǇƭŀȅǎΦ IŀǇǇȅ ƭƛŦŜΩ ό5CпκнκмκмнύΦ 

https://www.zotero.org/google-docs/?9yYT58
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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/A-C); and, he twice held the public office of Lord Chamberlain, whose 

responsibilities included approving or denying the staging of productions at the patent theatres. The 

5ǳƪŜΩǎ ŘƛŀǊƛŜǎ ǘŜǎǘƛŦȅ ǘƻ ǎƻƳŜ ƻŦ ǘƘŜ ŎƘŀƭƭŜƴƎŜǎ ƘŜ ŦŀŎŜŘ ƛƴ ǘƘƛǎ ǊƻƭŜΣ ǿƛǘƘ ŀ ōǊŜŀŎƘ ƻŦ Ƙƛǎ ƻǊŘŜǊǎ ǘŀƪƛƴƎ 

place just eight months before the sketches of the new gallery structure appeared (DF4/2/1/13; 25th 

February) - ŀ ǘƛƳƛƴƎ ǘƘŀǘ ŦƻǊŜƎǊƻǳƴŘǎ ǘƘŜ 5ǳƪŜΩǎ ŀŎǘƛǾŜ ƭŜŀŘŜǊǎƘƛǇ ƻŦ ǇǳōƭƛŎ ǘƘŜŀǘǊƛŎŀƭ ƭƛŦŜ ŀǘ ǘƘŜ 

moment the Banqueting Room saw an apparently theatrical shift in its intention. 

 

{ǳŎƘ ǿŀǎ ǘƘŜ 5ǳƪŜΩǎ ŀǳǘƘŜƴǘƛŎ ǎǳǇǇƻǊǘ ƻŦ ǘƘŜ ŘǊŀƳŀǘƛŎ ŀǊǘǎΣ ōƻǘƘ ǇǳōƭƛŎ ŀƴŘ ǇǊƛǾŀǘŜΣ ǘƘŀǘ ƘŜ ǿŀǎ ŀ 

ŎƘƛŜŦ ŦǳƴŘŜǊ ƻŦ Cŀƴƴȅ YŜƭƭȅΩǎ мупл ŀŎǘƛƴƎ ǎŎƘƻƻƭ (Bush-Bailey 2011), benefactor of professional 

ǇŜǊŦƻǊƳŜǊǎ ό5CпκмκмпκфύΣ ŀƴŘ ƘƻǎǘΣ ŀǘ 5ŜǾƻƴǎƘƛǊŜ IƻǳǎŜ ƛƴ мурмΣ ƻŦ /ƘŀǊƭŜǎ 5ƛŎƪŜƴǎΩ ŀƳŀǘŜǳǊ ǘƘŜŀǘǊŜ 

ŎƻƳǇŀƴȅΣ ǎǘŀƎƛƴƎ .ǳƭǿŜǊ [ȅǘǘƻƴΩǎ ƴŜǿ ǇƭŀȅΣ Not So Bad as we Seem, in the presence of Queen Victoria 

(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 forgo his acting role in Town and Country, choosing instead only to speak the prologue for the 

piece.26 Even then, domestic circumstances necessitated he attend a funeral the morning of the 

ǇŜǊŦƻǊƳŀƴŎŜΦ {ǳŎƘ ǿŀǎ Ƙƛǎ ǎǘŀǘŜ ƻŦ ŜƳƻǘƛƻƴŀƭ ǘǳǊƳƻƛƭ ōȅ ǘƘŜ ŜǾŜƴƛƴƎΣ ǘƘŀǘ ƘŜ ΨŘǊǳƴƪ ŀ ƭƛǘǘƭŜ ǘƻƻ ƳǳŎƘΣ 

ǘƻ Ǉǳǘ ώƘƛƳϐǎŜƭŦ ǊƛƎƘǘ ŀŦǘŜǊ ǘƘŜ ƳƻǊƴƛƴƎΩΣ ƭŜŀŘƛƴƎ ƘƛƳ ǘƻ ŦŜŜƭ Ŏƭƻse to tripping over his words, and to 

ŎƻƴŎƭǳŘŜ Ƙƛǎ ŘƛŀǊȅ ŜƴǘǊȅ ŦƻǊ ǘƘŜ ǇŜǊŦƻǊƳŀƴŎŜ ŘŀǘŜ ǿƛǘƘ ǘƘŜ ƻōǎŜǊǾŀǘƛƻƴΣ ΨŀŎǘƻǊǎ ƻǳƎƘǘ L ŀƳ ŎƻƴǾƛƴŎŜŘ 

ǘƻ ōŜ ŜȄǘǊŜƳŜƭȅ ǘŜƳǇŜǊŀǘŜΩΦ 5ŜǎǇƛǘŜ ǘƘƛǎ ƴŜǊǾŜ-racking experience, there were newspaper reports of 

a second performance to take place the following year (The Morning ChronicleΣ Ψ¢ƘŜ aƛǊǊƻǊ ƻŦ 

CŀǎƘƛƻƴΩΤ олǘƘ Wŀƴ мунпύΣ ŀƴ ƛƴǘŜƴǘƛƻƴ ǎǳǎǇŜƴŘŜŘ ōȅ ǘƘŜ ŘŜŀǘƘ ƻŦ ǘƘŜ 5ǳƪŜΩǎ ǎǘŜǇ-mother and 

apparently never again picked up. 

 

Dƛƭƭƛŀƴ wǳǎǎŜƭƭ Ƙŀǎ ƻōǎŜǊǾŜŘ ǘƘŀǘΣ ΨŦƻǊ ǘƘŜ DŜƻǊƎƛŀƴǎΣ ǘƘŜ Ǉƭŀȅ ǿŀǎ ƴŜǾŜǊ ŜƴǘƛǊŜƭȅ ǘƘŜ ǘƘƛƴƎΥ ǘƘŜȅ ǿŜǊŜ 

equally fascinated with the sociable, spatial and material contexts in which play-ƳŀƪƛƴƎ ǘƻƻƪ ǇƭŀŎŜΩ 

(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 material evidence in the DCA alone of 

ǘƘŜ сǘƘ 5ǳƪŜΩǎ ƛƴǾƻƭǾŜƳŜƴǘ ǿƛǘƘ ōƻǘƘ ǇǳōƭƛŎ ŀƴŘ ǇǊƛǾŀǘŜ ǘƘŜŀǘǊƛŎŀƭ ƭƛŦŜ ǘƻ ǎǳǇǇƻǊǘ ŀ ǎŜǇŀǊŀǘŜ ǘƘŜǎƛǎ ƻƴ 

the subject. 

 
26 ¢Ƙƛǎ ǿŀǎ ǿǊƛǘǘŜƴ ǎǇŜŎƛŀƭƭȅ ŦƻǊ ǘƘŜ ƻŎŎŀǎƛƻƴ ōȅ DŜƻǊƎŜ [ŀƳō ǿƘƻ ƘŀŘ ƳŀǊǊƛŜŘ ǘƘŜ 5ǳƪŜΩǎ ƛƭƭŜƎƛǘƛƳŀǘŜ ƘŀƭŦ-

sister, Caroline, in 1809. 

https://www.zotero.org/google-docs/?Z2BIM6
https://www.zotero.org/google-docs/?e0gQes
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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 

ǘƘŜ ǊŜŘŜǎƛƎƴ ƻŦ ǘƘŜ DŀƭƭŜǊȅ ǎǘǊǳŎǘǳǊŜΣ ŀƴŘ ǘƘŜ ǊƛŎƘ ǇǊŜǎŜƴŎŜ ƻŦ ǘƘŜŀǘǊƛŎŀƭ ƳŀǘŜǊƛŀƭ ƛƴ ǘƘŜ сǘƘ 5ǳƪŜΩǎ 

papers, we would expect to see archival evidence of private theatricals taking place in the room from 

1834 onwards. Yet these events do not materialise in the primary sources as consistently as we might 

ŜȄǇŜŎǘΦ LƴŘŜŜŘΣ ŘŜǎǇƛǘŜ Ƴȅ ƻǿƴ ǊŜǎŜŀǊŎƘ ŜŦŦƻǊǘǎ ŀƴŘ ǘƘŜ ƛƴǇǳǘ ƻŦ /ƘŀǘǎǿƻǊǘƘΩǎ ŎǳǊŀǘƻǊǎ ŀƴŘ 

volunteers, I have been able to identify in the primary material only five instances in which the room 

ǿŀǎ ǳǎŜŘ ŀǘ ŀƭƭ ōŜǘǿŜŜƴ муон ŀƴŘ муруΣ ǿƘŜƴ ǘƘŜ 5ǳƪŜ ŘƛŜŘΦ ¢ƘŜ ŦƛǊǎǘΣ ŀ ΨƎǊŀƴŘ ŘƛƴƴŜǊ ƛƴ ǘƘŜ 

ōŀƴǉǳŜǘƛƴƎ ǊƻƻƳ ŦƻǊ ƳŀǎƻƴǎΣ ƎŀǊŘŜƴŜǊǎΣ ŜǘŎΩ ƻƴ мǎǘ bƻǾŜƳōŜǊ муон ŘǳǊƛƴƎ ǿƘƛŎƘ Ψ/ƘŀǊƭŜǎ ¢ŀȅƭƻǊ ǘƘŜ 

ǎƛƴƎŜǊ ŎŀƳŜ ϧ ŘƛǾŜǊǘŜŘ ǘƘŜƳ ŜȄǘǊŜƳŜƭȅΩ ό5CпκнκмκмнύΣ ǇǊŜ-dates the sketches of the new gallery 

structure, and beautifully illustrates the potential function of a banqueting room in entertaining a 

spectrum of estate communities with food and music. The second occasion, and the first following the 

ǊŜƴŀƳƛƴƎ ƻŦ ǘƘŜ ǊƻƻƳΣ ǿŀǎ ƛƴ {ŜǇǘŜƳōŜǊ муос ǿƘŜƴ ŘŀƴŎƛƴƎ ǿŀǎ ƘƻǎǘŜŘ ƛƴ ǘƘŜ Ψ.ŀƴǉǳŜǘǘƛƴƎ ǊƻƻƳǎΩΣ 

and Blanche Cavendish comments especially on the view down the enfilade of rooms leading to the 

Banqueting Room stairs (CS6/3563). The third and fourth occasions were on consecutive months three 

ȅŜŀǊǎ ƭŀǘŜǊΣ ǿƘŜƴ ŎƘŀǊŀŘŜǎ ǿŜǊŜ ǎǘŀƎŜŘ ƛƴ ǘƘŜ ΨǘŜƳǇƻǊŀǊȅ ¢ƘŜŀǘǊŜ ƛƴ ǘƘŜ .ŀƴǉǳŜǘǘƛƴƎ wƻƻƳΩ ό.ǳƛƭŘƛƴƎ 

Accounts). Unusually, there are a number of sources that testify 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 

ΨCƛǘǘƛƴƎ ǳǇ ǘƘŜ ¢ƘŜŀǘǊŜΩ ŀƴŘ Ψ¢ŀƪƛƴƎ Řƻǿƴ ¢ƘŜŀǘǊŜ ŦƛǘǘƛƴƎǎ ŦǊƻƳ ǘƘŜ .ŀƴǉǳŜǘǘƛƴƎ wƻƻƳΩ - a scant record 

complemented only by a letter from Lady George Cavendish to Blanche, her sister-in-law, listing the 

participants in various scenes of a charade taking place at Chatsworth (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 

wƻƻƳκ¢ƘŜŀǘǊŜΩǎ ƭŀŎƪ ƻŦ ǳǎŜΦ ¢ƘŜ ƭŜǘǘŜǊǎ L ƘŀǾŜ ǊŜŦŜǊŜƴŎŜŘ ƘŜǊŜ ǿŜǊŜ ƻƴƭȅ ŎŀǘŀƭƻƎǳŜŘ ŀǘ ƛǘŜƳ ƭŜǾŜƭ ƛƴ 

2023, so there were no clues as to their contents on the archive catalogue prior to this. Moreover, the 

5ǳƪŜΩǎ ƘŀƴŘǿǊƛǘƛƴƎ ƛƴ Ƙƛǎ ŘƛŀǊƛŜǎ ōŜŎƻƳŜǎ ƛƴŎǊŜŀǎƛƴƎƭȅ ƛƭƭŜƎƛōƭŜ ŦǊƻƳ муоф ƻƴǿŀǊŘǎΣ ǇǊƻǾƛƴƎ ǘƘŜ ŘƛŀǊƛŜǎ 

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 relied on the item-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 evidence 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 among the gentry have only come to 

light because of the later fame of the writers of letters recording them (2007, 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 paratheatrical 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 information we do have 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 elsewhere.  

 

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 his Handbook of Chatsworth and Hardwick, privately published in 1845 (Cavendish 1845). 

The Handbook ƛǎ ǿǊƛǘǘŜƴ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ŀ ƭŜǘǘŜǊ ǘƻ ǘƘŜ 5ǳƪŜΩǎ ǎƛǎǘŜǊΣ IŀǊǊƛŜǘ [ŜǾŜǎƻƴ-Gower, the 

Countess Granville. Its tone is intimate and often playful, the text peppered with anecdotes and shared 

familial memories of the Houses and those who have populated them. Through the section of the 

Handbook dedicated to Chatsworth, the Duke leads Harriet on a tour of his recently completed 

ǊŜƴƻǾŀǘƛƻƴǎ ǘƻ ǘƘŜ IƻǳǎŜ ŀƴŘ DŀǊŘŜƴǎΦ ¦Ǉƻƴ ǊŜŀŎƘƛƴƎ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳκ¢ƘŜŀǘǊŜΣ ƘŜ ǿǊƛǘŜǎΣ Ψbƻǿ 

for the Ball-room, by some called Banquetting-Room - or better, the room to make a row in. It is 

ŜǎǇŜŎƛŀƭƭȅ ǘƘŜ ǘƘŜŀǘǊŜ ƻŦ /ƘŀǊŀŘŜǎΩΣ ōŜŦƻǊŜ ƎƻƛƴƎ ƻƴ ǘƻ ŜȄǇƭŀƛƴΣ Ψ¢ƘŜ ǇǊƛǾŀǘŜ ōƻȄŜǎ ƭƻƻƪ ǾŜǊȅ ǿŜƭƭ ǿƘŜƴ 

inhabited, and full of people and whist-ǘŀōƭŜǎΩ όpp. 116-117). 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 

ƳŀǘŜǊƛŀƭΣ ƛǘ ƛǎ ƘƛƎƘƭȅ ǇƻǎǎƛōƭŜ ǘƘŀǘ ǘƘŜ 5ǳƪŜΩǎ ǇƭŀȅŦǳƭ ǿǊƛǘƛƴƎ ǎǘȅƭŜ ŜȄǘŜƴŘŜŘ ǘƻ Ƙƛǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ 

ǎǇŀŎŜ ŀǎ ŀ ΨǊƻƻƳ ǘƻ ƳŀƪŜ ŀ Ǌƻǿ ƛƴΩΦ ²ƘŜƴ ǎǇƻƪŜƴΣ ǘƘŜ ǿƻǊŘ ΨǊƻǿΩ Ŏŀƴ ōŜ ǇǊƻƴƻǳƴŎŜŘ ƛƴ ǘǿƻ ǿŀȅǎΥ 

ǊƘȅƳƛƴƎ ŜƛǘƘŜǊ ǿƛǘƘ ΨŎƻǿΩ ƻǊ ǿƛǘƘ ΨǎŜǿΩΦ ¢ƘŜ ƭŀǘǘŜǊ ǇǊƻƴǳƴŎƛŀǘƛƻƴ ǿƻǳƭŘ ƛƳǇƭȅ ǘƘŜ ŀŎǘƛǾƛǘȅ ƻŦ ŘŀƴŎƛƴƎ 

- consistent with a ball room - while the former would evoke a generalised noise - consistent with the 

https://www.zotero.org/google-docs/?i1zMNH
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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 to play.27 

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, enclosed cloǎŜǘǎ ŜƛǘƘŜǊ ǎƛŘŜΣ ŀƴŘ ŀ ǎǘŜǇǇŜŘ ΨƳǳǎƛŎ 

ƎŀƭƭŜǊȅΩ ŀōƻǾŜ ƛƴŎƭǳŘƛƴƎ ōǳƛƭǘ-in benches. Circular floor lights in the closets transmit daylight from the 

ƭŀǊƎŜ ǿƛƴŘƻǿǎ ƛƴ ǘƘŜ .ŀƴǉǳŜǘƛƴƎ wƻƻƳ ǘƻ ǘƘŜ ǎǘŀƛǊŎŀǎŜ ōŜƭƻǿΦ ²ȅŀǘǾƛƭƭŜΩǎ ǎƪŜǘŎƘŜǎ ŦǊƻƳ hŎǘƻōŜǊ муоо 

make four key 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 structure to a boxy, more rectangular design (fig. 

нΦнтύΦ bƻǘŀōƭȅΣ ǘƘŜ ŎƭƻǎŜǘǎ ŀǊŜ ǊŜƴŀƳŜŘ ΨōƻȄŜǎΩΣ ƭŀƴƎǳŀƎŜ ǘŜƭƭƛƴƎƭȅ ŀǎŎǊƛōŜŘ ǘƻ ǇŀǊǘǎ ƻŦ ǘƘŜŀǘǊƛŎŀƭ 

ŀǳŘƛǘƻǊƛŀ ǘƘŀǘ ŦǳǊǘƘŜǊ ƭƛƴƪ ǘƘƛǎ ǎǘǊǳŎǘǳǊŜ ǘƻ ǘƘŜ ǊƻƻƳΩǎ ǎǳōǎŜǉǳŜƴǘ ǊŜƴŀƳƛƴƎΦ ¢ƘŜ ŜƴŎƭƻǎƛƴƎ ŎƭƻǎŜǘ ǿŀƭƭǎ 

are mostly removed 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 lines indicate new steps into the boxes, 

raising them above the floor of the main room (fig. 2.27). 

 

 
27 LƴŎƭǳŘŜŘ ŀƳƻƴƎ ǘƘŜ сǘƘ 5ǳƪŜΩǎ ǇŀǇŜǊǎ ƛƴ ǘƘŜ 5/! ƛǎ ŀ ƘŀƴŘǿǊƛǘǘŜƴ ŎƻƭƭŜŎǘƛƻƴ ƻŦ ƧƻƪŜǎ ǘƘŀǘ ŦǊŜǉǳŜƴǘƭȅ Ǉƭŀȅ ƻƴ 

ǘƘŜ ǇǳƴƴƛƴƎ ǇƻǘŜƴǘƛŀƭ ƻŦ ǿǊƛǘǘŜƴ ǿƻǊŘǎΣ ǎǳŎƘ ŀǎΣ Ψ²ƘŜƴ ƛǎ ƳǳǊŘŜǊ ƭƛƪŜ ƳƛǊǘƘΚ ²ƘŜƴ ƛǘ ƛǎ ƳŀƴǎƭŀǳƎƘǘŜǊΩ 
(DF4/6/2/13). 
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Figure 2.27 Detail of architectural plan showing the sketched changes including the enlargement of the 

ƴƻǊǘƘŜǊƴƳƻǎǘ ōƻȄΣ ǘƘŜ ǊŜƴŀƳƛƴƎ ƻŦ ǘƘŜ ŎƭƻǎŜǘǎ ŀǎ ΨōƻȄŜǎΩΣ ǘƘŜ ǇŜƴŎƛƭƭŜŘ ǎǘŜǇǎ ƛƴǘƻ ǘƘŜ ōƻȄŜǎΣ ǘƘŜ ǊŜƳƻǾŀƭ ƻŦ 

the circular floor light, and the creation of 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 the ceiling of the landing and the levelling of the gallery floor (WY/N/3/2). 


























































































































































































































































































































































































































