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I Frankrike, i Europa och i synnerhet i Sverige férblev Regnard lika
populér under hela 1700-talet. Han var framgangsrik pa manga olika
satt. Regnards stallning som dramatiker berodde sakert pa hur det
gick for de franska teaterensembler som fran tid till annan engage-
rades av den svenska kungliga familjen och som spelade hans kome-
dier for teaterpubliken alltsedan 1699. Samtidigt gavs Regnards verk
ut i tryckt form och lastes snart hogt i de svenska salongerna som
brukligt var pa den tiden. Hovmannen som laste rollerna borjade
spela dem for varandra ocksa. Vissa pjaser valdes ocksa ut och spelades
av amatorskadespelare i samband med olika evenemang i den kungli-
ga familjen. Regnards komedier intog snart en central plats i de sven-
ska ensemblernas repertoar. Nar de franska skadespelarna lamnade
Sverige 1792 fortsatte svenska skadespelare, som nagra ar tidigare lart
sig den réatta spelstilen for denna repertoar fran Monvel, att spela
Regnards teaterstycken.

CAMILLE TANGUY
Académie Desprez
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The Swedish Fortunes of
Jean-Francois Regnard’s Theatre

ON 16TH MARCH, 1792, after watching Jean-Francois Regnard’s come-
dy, Les Folies amoureuses, performed by French actors at the Bollhus
Theatre in Stockholm, Gustaf 111 made his way to the Royal Opera to
take part in a masked ball. There, he became the victim of a plot and
was mortally wounded. This performance of the French poet’s play,
not only coincided with the king’s death, but also marked the end of
the activities of the Théatre Royal Francais in Stockholm. From this
time onwards, no French theatre company ever obtained permission
again to appear in Sweden on a permanent basis.

Almost a hundred years earlier, in 1699, when King Charles XII first
invited a French troupe to appear in Stockholm, the cast also chose a
play by Regnard, Le Joueur, to start off their work in Sweden. Perfor-
mances of Regnard’s comedies therefore seem closely connected with
the story of the French companies that established themselves in
Stockholm during that century.

Jean-Frangois Regnard (1655-1709) had himself come to Sweden in
the 1680s. An enthusiastic traveller, after two journeys to Italy, he had
explored Northern Europe and been to Flanders, Holland, Denmark
and even Sweden. He spent some days in Stockholm -- a “town which
has its special situation to thank for its charm” -- where he “had the
honour of going to see the king and speaking with him for a whole
hour.” Charles XI suggested a journey to Lapland to discover the pro-
vince and its inhabitants; Regnard followed this advice, duly noted in
his travel diary.

At this time Regnard had not yet written the dramatic works which
were to make him famous. Gradually he came to be acknowledged as
“the French author who comes closest to Moliere, since in his works
he develops vividly comic, convincing and entertaining acting”.
Regnard first began his career as a dramatist in 1688, when his plays
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were performed at Théatre Italien in Paris. In this theatre, like later at
the Comédie Francaise, his shows, mixing music and dance, integra-
ted strong Italian influences. Together with the musician André
Campra, Regnard even wrote an opera in French and Italian langua-
ges, Le Carnaval de Venise; this work had its first performance at the
Académie Royale de Musique on 20th January, 1699. Regnard’s repu-
tation, already well established in France, grew throughout the
Continent even long after his death, thanks to both printed editions
of his work and theatre performances. During the whole of the eigh-
teenth century his works were included in the repertoire of the
French actors who performed at the courts of Europe. The rapid dis-
semination of his theatre in Sweden notably happened due to the
multiplicity of theatre performances.

Already, when Nicodemus Tessin the Younger (1654-1728), the
king’s superintendent, invited a French theatre company led by a pro-
ducer called Claude Guillemois de Rosidor (1660-1718), there were
three plays by Regnard among the countless “current comedies”
which he suggested. La Sérénade and Attendez-moi sous I’Orme had been
created in France in 1694. But it was a later comedy from 1696, Le
Joueur, which with the support of Charles XII, a monarch who watched
the dramatic repertoire with care, was chosen to be performed on
20th November, 1699 at the theatre in the Royal Palace in Stockholm.
The fact that there was a gap of so few years between the performan-
ce in Paris and that in Sweden not only bears witness to the populari-
ty of the play in France but also shows how quickly actors and scripts
circulated between countries. With this performance - in French -
the professional theatre company began their work in Sweden, where
they were to continue until 1706.

Soon, performances of Regnard’s plays were not restricted to
French actors. On 17th April, 1721, an amateur Swedish theatre com-
pany put on Le Joueur on the occasion of King Fredrik I’s birthday. And
after this private performance, where Attendez-moi sous I’'Orme was also
included, Carl Gustaf Tessin (1695-1770) always played the role of
Pasquin. Carl Gustaf, who was the son of Nicodemus Tessin the
Younger, had also inherited his father’s love of France, and actively
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contributed to the establishment and wide spreading of French thea-
tre in Sweden. Somewhat later then, in 1734, Carl Gustaf acted in
another play by Jean-Frangois Regnard in connection with a one-off
performance for the queen’s birthday. In her correspondence
Countess Tessin mentions that “la Troupe des Comédiens de la
Garde” gave a performance in French. It was not a professional thea-
tre company but a group of aristocratic amateurs gathered round the
Chancellor of the Realm. For this surprise performance the actors
had chosen a play by Regnard which had not yet been seen in Sweden,
namely Les Folies amoureuses. The play, which had had its premiére at
the Comédie Francaise in Paris on 15th January, 1704, had been most
successful with the public and was to be revived many times during the
eighteenth century.

Some years later, in 1749, one of Regnard’s plays was seen by a very
young man, the future Gustaf I1l. His mother, Queen Lovisa Ulrika,
wrote on this occasion to her brother, Frederick Il of Prussia, that “the
play Le Joueur was performed very creditably yesterday evening by a
group of children. But it was an isolated occasion, the purpose of
which was to persuade Gustaf to continue learning French.” The futu-
re king and dramatist was only three years old and French theatre was
already included in his education.

During Lovisa Ulrika’s reign another professional theatre company
of French origin was engaged under the leadership of M and Mme Du
Londel. We know of their work mainly through the journal of archi-
tect and superintendent Carl Fredrik Adelcrantz (1716-1796). This
company alternated at the Bollhus Theatre with the troupe led by
French actor Charles Langlois (1692-1762), director of Swenska
Comedien -- a theatre institute established in 1737 and initially compri-
sing young amateurs, encouraged by noblemen such as Carl Gustaf
Tessin. It is, moreover, remarkable to think that Swedish noblemen
turned to a Frenchman in Stockholm when wishing to create a
Swedish language theatre.

Starting in 1753, the Du Londel Company performed almost the
whole of Regnard’s dramatic repertoire in Sweden, though now in
French. Apart from titles like Les Menechmes, Le Légataire universel, Le
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Joueur and Le Distrait in the “Catalogue of the plays which can be per-
formed by our company” for 1753 and 1754, there is Les Folies amou-
reuses. The comedy, performed on 12th May, 1755, was repeated in
1756, 1759 and 1765. This play was never translated into Swedish, but
even so became one of Regnard’s greatest successes in Sweden.

Les Folies amoureuses contains a number of songs in the second act.
In this scene, which is in many ways similar to commedia dell’arte,
Agathe, who pretends to be mad, sings two arias “in Scaramouche
costume and with guitar accompaniment”, the first in French and the
second in Italian. The play was also preceded by a prologue and fol-
lowed by a divertissement entitled, Le Mariage de la Folie. The Prologue
was performed by four well known actors playing their own parts, joi-
ned by the mythological figure Momus. To arias explicitly included in
Les Folies amoureuses and Le Mariage de la Folie were added an overture
before the prologue, and suites of dances - in the first place minuets,
passe-pieds and a chaconne -- between acts and before the concluding
divertissement. For the music, Regnard collaborated with Jean Claude
Gilliers (1667-1737), a composer and double-bass player closely linked
to the Comédie Francaise; the two had already worked together for La
Sérénade in 1693.

What, then, was the music used for the Swedish productions of Les
Folies amoureuses? Gilliers’ music was published from 1704 onwards and
could therefore be disseminated beyond the walls of the Comédie
Francaise and even abroad. It is thus possible that Gilliers’ music was
known in Sweden at the same time as Regnard’s script.

Like most plays of the period Les Folies amoureuses consists of only
three acts, but after its completion with two new sections it became
sufficiently long to be used as a full evening programme. This format
was also used for the first performances in France, but soon the play,
leaving out the prologue and the divertissement, was put on with
other dramatic works: following the custom of the day, two plays were
performed per evening, a long one followed by a shorter one.

Most of Regnard’s works were thus performed within the frame-
work of longer programmes. Finding works which might match these
comedies caused the same difficulties in both Sweden and France; the

182{



issue was solved in different ways linguistically, though in accordance
with the same dramatic principles. In Sweden, he result could be pro-
ductions where the languages were mixed: a number of Gazette de
Stockholm from 1744 has the following notice: “Next Monday, 3rd
September, for the general public: Le Légataire Universel, French come-
dy in verse in five acts by the late Monsieur Regnard, which is followed
by a prologue in the Swedish language, followed by a short comic play
in the same language, completed with songs and dances.”

Sweden was thus inspired by French practice just as described by
the architect Daniel Cronstrém (1655-1719), a Swedish diplomat who
in 1679 accompanied the Swedish ambassador in France as “cultural
adviser” responsible for artistic relations between the two countries. In
a letter of 1699 to Count Tessin he wrote “that in a country and in
front of a prince that understand less of the finesses of action and
language than one does in France, a mixed company of musicians and
dancers ought -- even if the result is mediocre as far as ordinary thea-
tre pieces are concerned - to achieve greater success than a promi-
nent company without divertissements”. Cronstrom’s purpose was to
recommend Rosidor, who was taken on together with “musicians and
dancers”. When it gained a foothold in Sweden this tradition survived:
just as everywhere else on the Continent, the theatrical stage in the
eighteenth century was unthinkable without music and dance.

Until Adolph Fredrik’s death in 1771, Regnard’s works were often
performed by the Du Londel Company. His plays continued after that
time too, but were performed in Swedish in the same way as at the
Royal Opera, founded by Gustaf Il in 1773, for lack of a permanent
French troupe. The company led by Petter Stenborg (1719-1781), for
instance, which had long advocated a Swedish speaking theatre, was
invited to perform for the royal family. On 11th March, 1772, they put
on Menechmerne eller De Tvenne lika bréder (The Menaechmi or The Two
Identical Brothers), a rendering of Regnard’s Les Ménechmes at the
Bollhus Theatre. The tradition of translating Regnard’s plays had, in
fact, a rather long history. Some of these had even been published in
Swedish, for instance Den tanckefulla (Le Distrait) in 1743. Also in 1744
one was able to read the following in the March and April number of
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La Gazette de Stockholm: “It is hereby announced that the [Swedish]
Theatre will open next Tuesday, the 27th instant, with the first per-
formance of Le Joueur, a comedy in five acts translated from the late
Monsieur Regnard’s original.” Some months later Le Légataire
Universel was enacted under the same conditions.

Obviously disappointed in his fellow countrymen’s achievements,
Gustaf Il turned once more to French actors, now with the avowed
aim that they should serve as a model for actors in Sweden. According
to Gustaf Philip Creutz, who was Swedish ambassador to France from
1766 to 1783, Jacques-Marie Boutet de Monvel (1675-1812) was “indis-
putably the best actor of the moment.” Monvel had a reputation in his
time for being equally skilled in tragic and comic parts. During his
first stay in Paris, from 4th February to 18th March, 1771, Gustaf 111
had seen this actor on the stage of the Comédie Francaise in comedi-
es by Dancourt, Billardon de Sauvigny and Sedaine, but also in the
role of Frédéric in Piron’s Gustaf Vasa. Ten years later the Swedish king
appointed Monvel to lead the new French troupe.

Monvel’s company performed Les Folies amoureuses many times.
Monvel himself, used to leading parts, played Eraste. He was perhaps
the only one who had already played his part in France, sixteen times
at the Comédie Francaise between 1770 and 1776 and three times in
Versailles, in 1775, 1777 and 1780. In Sweden the play was first seen at
the Bollhus in 1782 and after that it was performed once a year bet-
ween 1788 and 1792. A performance was also given at Drottningholms
Slottsteater on 5th July, 1786. The stage decor from that period is still
extant, and this makes it possible to get an idea of what decor may
have been used on this occasion. According to the script of the play
the scene was to represent “an avenue in front of Albert’s palace”.
Some of Agathe’s replies in the first act suggest that this well guarded
building had windows and a door. This door is opened several times
during the course of the play when different people enter and leave
the stage.

A symmetrical backdrop, preserved at Drottningholms Slottsteater,
shows a palace exterior in classical style with an opening for a door in
the middle. This same opening is framed on both sides by pillars of
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alternating green and grey stone, and on the top of each is a sphinx.
The palace delimitates a courtyard; its central capital has large win-
dows above and on the roof, a balustrade allows the suggestion of a
terrace. The connecting door is painted on two large, moveable
panels in imitation of wood, with two lions’ heads and metal rings
used as doorknockers in the middle. Flat wings representing a forest,
at the bottom of which one can make out stones, flowers and a stre-
am, were certainly used for the “large trees” which line the avenue.

The frontispiece of the 1708 edition of (Euvres de M Regnard gives
us information about the costumes of the French performances: an
engraving shows characters taking part in a ball arranged by La Folie
and her entourage, in the fourth scene of Le Mariage de la Folie. La
Folie, Momus and Le Carnaval, all clothed in identical costumes made
of triangles and rhombuses with little bells attached, are to be seen
singing and getting ready to dance in a large room with statues on all
sides. They are led by a “pagod”, i e a small burlesque Asiatic figure
often included in farcical scenes where commedia dell’arte characters
also occur. There are seven other figures in a semicircle in the back-
ground who, to judge from their costume, represent the group of the
Fools. Two persons sitting in an elevated box watch the ball while six
musicians standing behind a balustrade accompany the singers and
dancers.

In Sweden, another, unexpected source reveals information on one
of the actors’ costumes. This is a canvas by the Swedish painter, Carl
Fredrik von Breda, a painting known as “the actor Saint-Ange as
Crispin in Les Folies amoureuses by J F Regnard, 1782”. In Regnard’s
plays the manservants’ roles are taken on by figures from the old
Italian comedy tradition. Regnard had for a long time collaborated in
the Théatre ltalien’s performances in Paris and he was familiar with
the gallery of characters in this repertoire. In Les Folies amoureuses,
for example, Eraste’s servant takes his characteristics from Crispin, a
figure reminiscent of Scaramouche and Il Capitano because of his
costume and black boots, ugly visage, broad belt and long sword. The
Swedish public had already been able to get acquainted with Crispin
in Le Légataire universel by the same author. In the divertissement Le
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Mariage de la Folie, Gilliers, the composer, dedicated an aria known as
“Crispinade”, one could say a buffoonery, to this figure.

According to certain sources, the actor Saint-Ange, who played the
role of Crispin in Stockholm, had been employed there from 1784 to
1788, even if there is no evidence for him having received any form of
salary for his acting. The name, which might have been a theatrical
one - or simply wrongly spelt --, does not occur in the records of any
other European court during the corresponding period. Behind the
mask of Crispin, the identity of “Saint-Ange” still remains something
of a mystery.

In France, in Europe, and in particular in Sweden, Regnard cont-
inued to be just as popular throughout the eighteenth century, and
was successful in many ways. His position as a dramatist must have
been a matter of how things went for the French theatre companies
engaged from time to time by the Swedish royal family, the same who
had busied themselves acting his comedies for the theatregoing
public ever since 1699. Regnard’s works were at the same time publis-
hed in printed form and soon read aloud in Swedish salons as was the
custom of the day. The courtiers who read the parts began to act them
out for each other too. Certain plays were thus selected and perfor-
med by amateur players in connection with various events in the life
of the royal family. Also, Regnard’s comedies soon had an important
place in the repertoire of Swedish actors. When the French actors left
Sweden in 1792, those Swedish actors, who had learnt the right style
of acting for this repertoire from Monvel some years earlier, kept on
performing Regnard’s theatre.

CAMILLE TANGUY
Académie Desprez
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Académie Desprez

ALLTSEDAN ACADEMIE DESPREZ GRUNDADES ar 1999 har malsattningen
varit att framja och sprida kdnnedom om Drottningholms Slottsteater
och dess samlingar. Utgaende fran teatertraditionen pa Drottning-
holm och forestallningspraxis dar, vill Académie Desprez verka for en
nyskapande scenkonst genom savél forskning som praktik. Drottning-
holms Slottsteater ger oss en inblick i gamla konstformer och tekniker
vilka vi annars bara skulle lasa om. Dessa erfarenheter gor det mojligt
for Académie Desprez att erévra nya insikter om upplysningstiden.

Académie Desprez har tagit sitt namn efter Louis-Jean Desprez, en fransk
arkitekt och malare pa 1700-talet som hamtades till Stockholm av Gustaf
I1l. Férutom ett flertal byggnader i Sverige har Desprez ritat Drottning-
holms Slottsteaters foajé, den s k Déjeunersalongen, liksom manga deko-
rer och kostymer for scenen. Académie Desprez hénvisar till Desprez’ livs-
garning och mangsidiga arbete och vill darmed vara en moétesplats och
utbytesarena for konstndrer och amatdrer, historiker och utévare.

Académie Desprez’ program har som fokus upplysningstidens estetik.
Forskningsprogrammen utgar fran Drottningholm, Gustaf Il och
Desprez. Ekonomiska bidrag ges for att skapa nya forbindelser mellan
teori och praktik. Parallellt med den teoretiska forskningen utvecklar
experimentell verksamhet forstdelsen av kreativa processer. Kunskapen
om 1700-talets konstarter fordjupas genom praktiskt konstnarligt rekon-
struktionsarbete.

Konstnarer och hantverkare som arbetar pa slottsteatern aterupp-
tacker sina foregangares dagliga sysslor; medlemmar av Académie Desprez
- forskare, konstnarer och ekonomiska gynnare -- bidrar genom sin verk-
samhet till att aktualisera och skanka liv at det oskattbara arv som
Drottningholms Slottsteater utgor.

GILBERT BLIN
Grundare av Académie Desprez
www.academiedesprez.org
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Den bevarade salongen

Konservera: bevara, vidmakthalla
Restaurera: aterstalla i ursprungligt skick, istdndstalla
Renovera: aterstalla i fullgott skick, forbattra

Salongen i Drottningholms Slottsteater har under perioden septem-
ber 2008 till april 2009 genomgatt en varsam konservering. Arbetet
har utforts av fem malerikonservatorer fran Stockholms Malerikon-
servering AB pa uppdrag av Statens fastighetsverk som ar forvaltare av
Drottningholms slott med tillhérande byggnader. Detta har varit den
forsta dokumenterade genomgangen av samtliga ytor i salongen
sedan den stod fardig 1766 och den har gett oss konservatorer en unik
chans att pa nara hall kunna studera interioren. Vi har arbetat med
samtliga ytor i rummet utom med papier-machén som finns bl a finns
under balkongerna. Dessa kommer att atgardas infor nasta spelsasong.

Drottningholms Slottsteater ar ett korsvirkeshus &ven om avsikten
kan antas ha varit att den ska framstad som en murad och putsad bygg-
nad. Vaggar och tak i salongen ar uppbyggda pa samma satt; den under-
liggande trastommen har klatts med trapanel som dérefter putsats med
kalkbruk. Genom att analysera kalkbruket vet vi att det ar jordslackt
kalk blandat med sand. For att fa en helt slat yta har darefter kalkbru-
ket tackts av ett ganska tunt lager gips. Dekormaleriet ar utfort med lim-
farg som bestar av djurlim och pigment. Fargen blandades till pa plats
av malarna. Pa ovansidan av den skulpterade taklisten ser man stank
och klotter fran malarna som en gang malade taket. Den var aldrig
avsedd att ses av ndgon annan an de sjalva och det ar just sadana ytor
som &r sa spannande att undersoka nar man val far tillfalle.

FoOr att skapa det vackra dekormaleriet i taket har man anvéant en
s k kartong dar monstret malats upp i skala 1:1. Darefter har sma, sma
hal gjorts kring konturen av monstret. Genom att sedan halla upp kar-
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tongen mot ytan och darefter punsa halen med kol 6verfors ett prick-
monster som utgor sjalva grunden for att skapa det dekormaleri som
ska efterlikna ett tredimensionellt stucktak. Pa vaggarna finns inget
punsmonster utan har har man istéllet ritat upp monstret med en réd-
brunfargad krita, sakert utifran en forlaga. Nar nagot blivit fel eller
man bestamt sig for att gora ndgon andring i ménstret har man helt
sonika skrapat bort fargen och den underliggande gipsen. Darefter
har omradet lamnats eller sa har man malat om monstret ovanpa den
framskrapade ytan. Fran golvet kan man observera vissa partier i taket
som framstar som synnerligen moérka. Det ar omraden dar dekor
malats pa bortskrapad gips och med tiden morknat pa ett annat satt
an det omkringliggande maleriet. Detta ar bara en av de spannande
saker vi funnit genom var noggranna genomgang av varenda kvadrat-
centimeter av vaggar och tak.

Pa en av pilastrarnas ovansida upptackte vi initialerna fran den bild-
huggare som l&t tillverka kapitélet (kapitélen &r gjutna i gips). Hans
namn var Carl Philip Gerdes och han levde 1738-1776, och var alltsa
knappt 28 nar han arbetade pa teatern. Han avled bara tio ar efter att
teatern fardigstallts. Forlagan till kapitélen skars i tra av bildhuggaren
Adrien Masreliez som ursprungligen kom fran Frankrike. Det ar
sedan tidigare kant att Gerdes arbetat for Masreliez pa Stockholms
slott och vid Maria och Klara kyrka i Stockholm, men att han dven
arbetat pa teatern var faktiskt okant fram till nu.

Vart arbete med att konservera vaggar och tak i salongen har inne-
burit att vi fast putsen dar den slappt ifran underlaget. Skador i puts-
skiktet har vi lagat upp med ett bruk som liknar originalbruket och
darefter har vi gipsat lagningarna sa att de sa langt det gar ska vara
uppbyggda som originalet. Vare sig vaggar eller tak har rengjorts pa
annat satt an att ytan forsiktigt dammats av. En rengéring av vdggarna
kan inte goras utan att farg kommer med eftersom limfargen &r sa
nedbruten. Det har varit en bidragande orsak till att ingen omfat-
tande rengoring utforts. En annan har varit att kunna bevara upple-
velsen av en orérd 1700-talsteater, det som bland annat gér Drottning-
holms Slottsteater varldsunik. | taket har vissa omraden som varit
extra smutsade rengjorts forsiktigt for att fa bort flackar som varit sto-
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rande fran golvet. Nar det géller retuschering, dvs att man béttrar dar
farg saknas, har vi bara utfort det mycket sparsamt. Vara egna lag-
ningar har vi retuscherat med gouachefarg.

Fixeringen av limfargsmaleriet har kanske inneburit det mest
tidskravande momentet. For att verkligen avgora vad som ar 10st eller
inte maste ytan undersokas med ett s k slapljus. Man haller da en
lampa sa att ljuset kommer snett fran sidan och eventuella forhoj-
ningar i fargskiktet syns tydligt. Dar fargen riskerar att lossa och ga for-
lorad for all framtid limmas den tillbaka med ett bindemedel, dock
igenom ett papper eftersom man inte kan arbeta direkt pa ytan. Da
riskerar fargen att lossa. Nar man sedan ar saker pa att fargen verkli-
gen limmats ned lossas pappret forsiktigt.

Vissa saker kvarstar att utfora i salongen utéver rummets papier-
maché. For att forhindra framtida slitage fran besokare pa vaggarna
kommer diskreta handledare att monteras utmed véggarna i det mit-
tersta partiet, dar utrymmet mellan vaggar och gradanger ar mycket
smalt. Handledarna utformas av slottsarkitekt Erland Montgomery
och kommer att monteras pa ett sinnrikt satt utan att skruvas fast vare
sig i vaggar eller i golv. Istéllet kommer golvets springor att utnyttjas
for montage.

EwaA BIORDELL
ansvarig konservator
Stockholms Malerikonservering AB
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The Preservation of the Auditorium

Conservation: preservation and maintenance
Restoration: return to original condition and repairs
Renovation: restoration to perfect condition and touching up

The auditorium of Drottningholms Slottsteater has undergone a pain-
staking conservation process between September 2008 and April
2009. This work has been carried out by five painting conservators
from Stockholms Malerikonservering AB, commissioned by Statens
fastighetsverk (the National Property Board), who are in charge of
Drottningholm Palace and the buildings belonging to it. This is the
first recorded survey of all the surfaces of the auditorium since its
completion in 1766 and has given us conservators a unique chance of
studying the interior at close quarters. We have worked on all the sur-
faces here apart from the papier-maché to be found, for instance,
under the balconies. Measures will be taken to deal with this material
before next season.

Drottningholms Slottsteater is a timber-framed building even if it
can be assumed that the intention was for it to appear to be made of
bricks and plaster. The walls and ceiling in the auditorium are built up
in the same way; the underlying wooden framework has been dressed
with wooden panels and thereafter plastered with lime mortar. By ana-
lysing the mortar we know that it is composed of hydraulic lime mixed
with sand. In order to achieve a completely smooth surface the lime
mortar has then been covered with a fairly thin layer of plaster.

The painting of the décor has been carried out using distemper
consisting of glue and pigment, the paint being mixed on the spot by
the painters. On the upper side of the moulded cornice one can see
the splashes and scribbles left by the painters when they worked on
the ceiling. These were never intended to be seen by anyone except
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themselves and are just the sort of surfaces that are exciting to inve-
stigate if and when one gets the chance.

In order to create the beautiful décor on the ceiling a cartoon has
been used with the pattern painted up on a scale of 1:1. Minute holes
have then been made round the contours of the pattern. By holding
up the cartoon against the surface and then punching holes with char-
coal a dotted pattern is made which produces the actual basis for cre-
ating the décor painting in imitation of a three-dimensional stucco
ceiling. On the walls, however, rather than using the punch method,
the pattern has been drawn up with a reddish-brown crayon, certain-
ly using a master pattern. When something has gone wrong or it has
been decided to make some change in the pattern the underlying
plaster has quite simply been scraped away. Thereafter the area has
been left or otherwise the pattern has been repainted over the bare
scraped surface. From floor level one can see that certain sections of
the ceiling appear particularly dark. These are areas where the décor
has been painted onto the scraped away plaster and in time darkened
in a different way from the surrounding painting. This is just one of
the exciting things we have found during our thorough survey of
every square centimetre of wall and ceiling.

On the upper side of one of the pilasters we discovered the initials
of the sculptor who had the capital made (these being cast in plaster).
His name was Carl Philip Gerdes, he lived from 1738 to 1776, and was
therefore scarcely 28 years old when he worked on the theatre. He
died only ten years after the building had been completed. The
mould for the capitals was carved in wood by sculptor Adrien
Masreliez, who originally came from France. We knew previously that
Gerdes worked for Masreliez on the royal palace in Stockholm and on
the churches of Maria and Klara in Stockholm, but that he also wor-
ked on the theatre was something unknown until now.

Our work on conserving the walls and ceiling of the auditorium has
involved attaching the plaster where it has come loose from its foun-
dations. We have repaired the damage to the plaster layer with a mor-
tar similar to the original and thereafter plastered these patches over
so that as far as possible they are built up in the same way. Irrespective
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of whether or not the walls or the ceiling have been cleaned in anot-
her way, the surfaces have been carefully dusted. It is impossible to
clean the walls without the paint coming off since the distemper is in
such a bad state. This has been one of the reasons for not carrying out
any comprehensive cleaning operation. Another has been the need to
preserve the experience of an untouched eighteenth-century theatre,
that which amongst other things makes Drottningholms Slottsteater
internationally unique. On the ceiling certain areas which were extra
dirty have been carefully cleaned to take away flecks which are annoy-
ing when seen from floor level. When it comes to retouching work, i.e
improving where the paint has come off, this has only been carried
out very sparingly, and our own repairs have been retouched with
gouache paint.

The stabilising of the distemper painting has perhaps been the
most demanding part of the project in terms of time. In order pro-
perly to decide what is loose or not the surface has to be investigated
with raking light. A lamp is held so that the light comes obliquely from
the side and possible bubbling in the paint layer can clearly be seen.
Where there is a risk that the paint will loosen and be lost for ever it
is glued back with binding material, though through paper since once
again one cannot work directly on the surface for fear of the paint loo-
sening. The paper is then carefully removed when the paint has defi-
nitely been ascertained as being glued down.

Certain things remain to be done in the auditorium apart from the
papier-maché. In order to stop future wear and tear on the walls from
passing visitors, something discreet to hold onto will be fitted along
the walls in the middle section, where the space between the walls and
the gradins is especially narrow. These supports are being designed
by Erland Montgomery, the court architect, and will be fitted ingen-
iously without the need for screwing fast either to the walls or the
floor. The crevices in the floor will instead be put to use.

EwA BIORDELL

Conservator in charge
Stockholms Malerikonservering AB
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Hertig Carls paviljong
Duke Carl’s pavilion

HERTIG CARLS PAVILIONG uppfordes pa 1780-talet for Gustaf 111:s bror, senare Karl XI1I. Paviljongen
beboddes av kungligheter fram till 1918. Stiftelsen Drottningholms teatermuseum disponerar
byggnaden sedan 1982. Har visas nu utstaliningar med anknytning till Drottningholmsteatern och
en film om scenmaskineriet.

Rekvisita: Teaterns accessoarer
1 maj -- 30 september
En utstallning sammanstalld av rekvisitor ELISABETH HAMFELT
Orfeus och gudarna | Tolkningar av Trollflgjten
Utomhus och inomhus | Smycken och vapen

Teaterboden
I butiken finns cd, dvd, bocker och souvenirer med anknytning till teatern.

Vi har krukor och solfjadrar med tapetmonster, teatermodeller att bygga sjalv,
handgjorda commedia dell’artemasker och mycket annat for stora och smal!
Oppettider: Maj—-augusti 10.00-17.00. Forestallningsdagar &r paviljongen dppen i
pausen vid matiné och till 19.30 vid kvallsforestélining. September 12.00-16.00

THE PAVILION, BUILT FOR GUSTAF I11:s BROTHER Carl (later Karl XI111) in the 1780s, was inhabitated
by royalties until 1918. Since 1982 Drottningholms teatermuseum have access to the building,
which now holds exhibitions, a film on the stage machinery and a shop.

Props: Theatre Accessories
1 May -- 30 September
This exhibition is created by property manager ELISABETH HAMFELT
Orfeo and the Gods | The Magic Flute
Indoors and outdoors | Jewellery and weapons

The Theatre Shop

The shop offers cds, dvds, books and theatre souvenirs. You can find pots and fans with pattern
from the theatre’s wallpapers, theatre cut-out models,
hand made masks and much more for all ages!
Opening hours: May-August 10.00-17.00. The pavilion is open during intermission on matinée
days and until 19.30 when there is an evening performance.
September 12.00-16.00.




Drottningholms Slottsteater

Byggd ar 1766, arkitekt C. F. ADELCRANTZ
Foajé tillbyggd ar 1791, arkitekt L. J. DESPREZ

Byggnadens langd: 57 m

Byggnadens bredd: 23 m

Salong: 454 platser
32 bénkrader

Nivaskillnad, forsta och sista bankrad: 450m

Orkesterdike med plats for 30 musiker

Teatern har 24 skadespelarloger

Scenhus:

scendjup fran fotramp till fondvagg 19.80 m

prosceniehojd 6.60 m

prosceniebredd 8.80m

hojd fran scengolv till suffit vid

forsta kulissparet 6.00m

scenbredd vid forsta kulissparet 8.10m

hojd fran scengolv till suffit vid

sjatte kulissparet 4.75m

scenbredd vid sjatte kulissparet 5.50m

scengolvets lutning 4%

Built in 1766, architecht C. F. ADELCRANTZ
Foyer added in 1791, architect L. J. DESPREZ

57m
23 m

Length of building:
Breadth of buildning:
Auditorium: audience capacity 454

32 rows of benches
Difference in level, first and last row: 450 m
Orchestra pit can seat 30 musicians

The theatre has 24 actors’ dressing rooms

Stage area:

depth of stage from footlight to backwall 19.80 m
height of proscenium 6.60 m
width of proscenium 8.80 m
height from stage floor to flies at

first pair of side scenes 6.00 m

width of stage at first pair of side scenes 8.10 m
height from stage floor to flies at

sixth pair of side scenes 4.75m
width of stage at sixth pair of scenes 550 m
slope of stage floor 4%

Teaterbyggnaden visas gruppvis av guide varje hel och halv timme dagligen:
maj-augusti kl 11-16.30, september kI 13-15.30.
Visningar ges pa svenska, engelska, franska eller tyska.
Grupper maste férboka guide 08-759 04 06 eller guide@dtm.se

Guided tours of the theatre are given daily in May-August 11-16.30,
September 13-15.30. Tours in English, German, French or Swedish.
Group visits must be booked in advance: tel. 08-759 04 06 or guide@dtm.se
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