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Conclusion

My interest in musicals was stirred during my childhood years, when | yearned to participate
in visiting musical shows to my hometown, Port Elizabeth. | later developed a passion for
Jungian psychology and symbolism. It occurred to me that certain musicals, frequently
written in musical language of the familiar past, contained more than mere entertainment
value and played a more important societal role than that of escapism.

While writing the script, lyrics and music of my own musical, The Rainbow’s Child, and
staging it at the National School of the Arts in 2001, | became increasingly aware of the
relevance of the symbolic Hero theme to growing youngsters. Its prevalence in films and
modern literature alerted me to the ongoing fascination of this topic, parﬁculaﬂy to Westem
audiences and readers, although its roots in mythic tales are universal.

The connections between music and language were a point of departure for this study.

| began to look for research into the way “meaning” is conveyed in musical discourse. This
led me to several writings which approached music via intensive, at times note-by-note
analyses, including the semiotic approach. Looking at music this close up did not seem to
me to reveal successfully how meaning might be conveyed in musical discourse, any more
than examining electrons under an electron microscope might reveal the meaning of life.

| found the infinitely detailed minutiae of these analytical approaches in many cases rarified,
exclusively academic and even obstructive to the hermeneutic insights for which | had been

hoping.

Taking a step back, so to speak, | decided to analyse the texts of the musical libretti
selected according to their Hero themes, and identify the main symbolic trends within these.
There seemed to me a connection between the symbolic, rather than linguistic, “grammar”
of fantasy tales, and the constructions of musical “grammar” of the familiar past, particularly
that of the period in Western musical thought predominantly embracing the tonal system
and its related features, i.e. accessible and easily identifiable melodic phrases, regular
repetitive rhythms, and the tonal palette of the symphonic orchestra and popular “band”
instruments.
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| was convinced that the composers of certain musicals, in conveying the texts, might
reflect the symbolic trends and entities within the texts via the use of specific compositional
patternings, devices, formal/ harmonic/ melodic and/or timbral resources, even without
being consciously aware that they were necessarily performing this process. Moreover, in
so doing they might even augment the symbolic impact of the stories they convey, thanks to
the (still) mysteriously communicative power of music. This conviction initiated my search
for evidence of archetypal and other symbolic entities/trends expressed in musical
discourse in the musicals discussed within this thesis.

Due to the nature of psychic structures, processes and relationships between symbolic
elements revealed in the libretti, the examination of the scores has taken a macrocosmic
overview of each musical. There is a flow and continuity in music which is not easily
expressed in isolated bars and chords, or small rhythmic fragments. A sense of context
and belonging to the whole both musically and theatrically, and a sense of symbolic
identity and cohesion, are better conveyed in more comprehensive, complex musical
sections of the dramatic-musical works, even if these are only several bars in length.
Musical notation reveals at a glance a multitude of expressive potentials which would
take text reams to describe. Homing in on specific smaller “particles” of musical
organisation has occurred from time to time for the purpose of clarification or attention to
symbolic detail within the drama unfolding, but it has been beyond the capacity of this
thesis to elaborate upon each one of these potentials exhaustively, or to provide a
detailed analysis of every song item, every detail of every symbol in each musical and
how it is reflected in the musical discourse.

Symbols are by nature pictorial, with narrative if not visual properties. Examples of
symbolic trends or entities expressed in musical discourse are descriptive and support
the pictonial, which conveys the hero theme and “journey” processes. It is as if music has
“no choice” but to mirror the contours of the symbolic grammar, albeit in the unique
compositional style of each composer. The storytelling aspects of the musicals
themselves lead to a descriptive rather than abstract style of composition, one which
could be expected in programme music. Invested with detail as it is, the namrative style
has the breadth to cover the territory of the hero tales expressed in the libretti.
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Just as the content of a symbol can never be expressed in purely rational terms and the
unconscious does not offer up its contents to the conscious mind to order, so the
irational does not submit entirely to rational analysis. “Meaning” does not necessarily
reveal itself readily, just because it is hunted for. Neither does a list of Jungian
archetypal properties and processes provide an instant key to recognising the same as
they are embedded in the libretti and characters of the stage musicals, nor how they are
expressed in musical discourse. :

However, it was first essential to determine the factors most valuable as tools in the
analysis by the study of several books explaining Jungian archetypal psychology, the
writings of Campbell, Lévi-Strauss and others conceming the mythic realm, and the
workings of the psyche and symbols by Slisser. Examination of these factors has
yielded detailed insights into the archetypal forces at work within the human psyche,
within the stories expressing the relevance of these forces, and in turn within the music
conveying the stories and their intricate subtexts to their audiences.

Encountering and observing the archetypal forces at work in everyday existence, and
participating in the compositional process of a hero theme musical, ultimately provided
the key to the analysis of the hero theme elements as presented within the stories, the
scores and their unique compositional grammars. The study of practical music involves
an encounter between score and musician which goes far beyond the purely academic
and rational. To approach analysing music featuring archetypal entities is to add another
dimension to the encountering process. The encounter enlarges us as musicians and as
human beings, who are in tumn part of a larger human societal context. The insight into
the relevance of the forces within the music communicating the hero themes is the result
of this encounter, against the background of data generated by specialist writers. The
selected libretti and scores have been evaluated as continuous, integrated symbolic
entities with identifiable symbolic landmarks and contours. The compositional trends
within each work which coincide with and support these symbolic factors have been
observed. The way in which the symbolic grammar has been mirrored by each
composer in musical discourse has made possible certain insights into the societal
perspectives of the era in which the musicals were written.



147

The musicals themselves, utilising musical features derived from musics of the past,
acquaint us with that past, in the historical present of the era in which they were written.
They are musical anachronisms. Not even JC Superstar can escape this designation, for
all the composer’s rock, pop and minimalistic references, which also make it a product of
its own era. Nevertheless, they are part of an ongoing quest for the meaning of
existence as expressed by the ancient Greeks such as Aeschylus, Sophocles and
Euripedes in their mythic dramas, in which music played a functional role. Beyond the
use of popular and familiar musical parameters utilised by the composers is a deeper
sense of purpose.

|. Kassler, in an essay entitled "Apollo and Dionysus: Music Theory and the Western
Tradition of Epistemology” (Strainchamps 1984:457), states that “the beginnings of
music theory are to be found deep in Westem mythology, where an antithesis is
established between order and disorder”. In order to explore the antithesis between
order and disorder, integration and disintegration, meaning and nihilism, and find
resolutions to contradictions inherent to dualisms, composers of the 1960s and ‘70s
writing these musicals selected a musical grammar and ethos well-suited to examining
ancient mythic dilemmas. Their compositional grammar reflects the influence of previous
eras, but the appropriateness of this language to wrestiing with the psychic issues so
specific to the hero theme is clearly evident. Functional tonality within regular rhythmic
phrase structures addresses the tensions and resolutions within the symbolic grammar
of this mythic theme on an ongoing basis.

Alan Thompson states:

in contemporary composition, the concept of myth has become less important as
a concrete element, and has largely been replaced by a more abstract form of
imagery. Although the theories and music of the late Romantic era exercised a
huge influence on future generations, and still occupy positions of importance in
modemn cultures, few attempts were made to continue in the same spirit. It has
yet to be seen whether or not art will again use myth in synthesis with itself to
create a unitary aesthetic (1993:16).
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Thompson also says that “the latter half of the 20™ century has seen the concept of myth
become less important in art” (1993:15). One wonders whether Jung would accede to
this statement. Perhaps closer to the truth would be to say “less important in art music”.
“It is largely due to one of the great masters of contemporary music, Olivier Messiaen
(1908-1992) that myth in music has survived at all”. (1993:15).

If musicals are to be excluded from the parameters of contemporary composition en
masse, then these statements may be true. But they must be re-considered in the light
of evidence if certain musicals in our own or a past era examine and reflect issues
relevant to the human condition via mythic themes, and utilise musical grammar
appropriate to illuminating their symbolic content, be this anachronistic or not. Mythic
themes may have been less important to art music composers of the second half of the
20" century, but they were important enough to the general public of the time for
composers to create at least six musicals with one specific mythic theme, within the
space of twelve years. While these musicals are still being performed regularly one
must conciude that their relevance to society is at least as great as that of art music
compositions of the same era, many of which have passed into obscurity by comparison.



149
BIBLIOGRAPHY
Acoustics. 1994. Harvard Dictionary of Music, 2™ ed.

London: Heinemann.

Aesthetics of Music. 1984. Harvard Dictionary of Music, 2™ ed.
London: Heinemann.

Analysis. 2001. The New Grove Dictionary of Music and Musicians,
Vol.1, p. 527-570. London: Macmillan.

Benvenga, N. 1983. Kingdom on the Rhine: history, myth and legend in Wagner’s Ring.
Harwich: Anton Press.

Blume, F.1967. Renaissance and Baroque Music: a Comprehensive Survey, Translation
Herter, M.D. New York: Norton.

Buelow, G.J. 1980. ‘The Affections’ in The New Grove Dictionary of Music and
Musicians Vol. 1 pages 135-6. London: Macmillan.

Burmeister, J. Musica Poetica. Translation, with introduction and notes, Rivera, B.V.
¢1993. Musical Poetics. New Haven: Yale University Press.

Campbell, J. 1893. The Hero with a thousand faces. London: Fontana.

Campbell, J. 1976. The Masks of God, vol.1: Primitive Mythology.
Harmondsworth: Penguin.

Campbell, J. 1968. The Masks of God, vol.4: Creative Mythology.
London: Secker and Warburg.

Campbell, J. Harriss, J. Maltby, J. Nicholls, CS. Pollard, S. Winter, JM. (eds.) 1994.
The Culture of Youth. London: Andromeda Oxford Lid.

Capra, F. 1983. The Tuming Point. London: Flamingo.
Citron, S. 1991. The Musical from the Inside Out. London: Hodder & Stoughton.

Cooke, N. and Everest, M. (ed.) 1999. Rethinking Music.
Oxford: Oxford University Press.

Crocker, R.L. 1966. A History of Musical Style. New York: McGraw Hill.
Davidson, A.E. 2001. Ofivier Messiaen and the Tristan myth. Westport Conn.: Praeger.

Donington, R. 1990. Opera and its Symbols: the Unity of Words, Music and Staging.
New Haven: Yale University Press.

Durrell, S. 2002. Healing the Fisher King: Spiritual lessons with Parzival, Gump, the
Grail, Tao and Star Wars. Miami: Art Tao Press.



150

Eliade, M. 1974. Patterns in comparative religions. New York: New American Library.

Ferguson, D.N. 1960. Music as Metaphor: The Elements of Expression.
Minneapolis: University of Minnesota Press.

Franz, M.-L. von 1995. Shadow and Evil in Fairy Tales. Boston: Shambhaia.

Fromm, E. 1957. The Forgotten Language: an Infroduction to the understanding of
Dreams, Fairy Tales and Myths. New York: Grove Press. -

Gunden, H.C. von 1977. Timbre as Symbol in Selected Works of Olivier Messiaen.
Unpubl. Doctoral dissertation. University of California: San Diego.

Hamoncourt, N. 1982. Musik als Klangrede. Salzburg & Wien: Residenz
Verlag. Translation: 1888. Baroque Music Today. Oregon: Amadeus Press.

Hatlen, T.W. (ed.) 1975. Drama Principles and Plays. New Jersey. Prentice-Hall.
Hyde, M. and McGuinness, M. 1992. Jung for Beginners. Cambridge: icon Books Ltd.

Jackson, B. 1999. Art, Culture and the Semiotics of Meaning: culture’s changing signs of
life in poetry, drama, painting and sculpture. London: Macmillan.

Jacobi, J. 1942. The Psychology of C.G.Jung. London: Routledge & Kegan Paul.
Jung, C. 1938. Psychology and Religion. No place: Yale University Press.

Jung, C. 1969. Aion: Researches into the Phenomenoiogy of the Seff.
(collected works of C.G.Jung Vol. 9 part 2). No place: Princeton University Press.

Jung, C., Henderson, J.L., von Franz, M-L., Jaffé, A. and Jacobi, J. 1978.
Man and his Symbols, 2™ ed. London: Pan Books.

Jung, E. and Franz, M.-L. von 1998. The Grail Legend. Princeton: Princeton Univ. Press.

Katz, R.S. 1988. Persephone and Mythic Elements in Stravinsky’s Theater Works.
Unpubl. Doctoral Dissertation. University of Texas, Austin.

Kennedy, M. P. & J.Muir,1997. Musicals. Glasgow: Harper Collins.

Lang, P.H. 1942. Music in Westemn Civilisation. London: J.M. Dent & Sons Ltd.

Leach, E. 1970. Lévi-Strauss. London: Collins.

Lévi-Strauss, C. 1978. Myth and Meaning. Minneapolis: Routiedge and Kegan Paul.
Meyer, L.B. 1956. Emotion and Meaning in Music. Chicago: University of Chicago Press.

Nattiez, J.J. 1990. Music and Discourse: towards a Semiology of music.
Princeton, N.J: Princeton University Press.



151

Neumann, E. 1954. The Origins and History of Consciousness.
Princeton: Princeton University.

Neumann, E. 1973. The Child. New York: Putnam.

Pinkola Estes, C. 1992. Women who run with the Wolves. London: Rider.
Sacks, O. 2007. Musicophilia. No piace: Picador.

Shafer, R. Murray 1977. The Tunin; of the World. New York: Alfred A.Knopf.
Skynner, R. and Cleese, J. (1993) Life and how fo survive it. London: Methuen.

Skiar, E.S. and Hoffmann, D.L.(ed.) 2002. King Arthur in Popular Culture.
London: McFarland and Company, Inc.

Slasser, G. H. 1986. From Jung to Jesus: Myth and Consciousness in the
NewTestament. Atlanta, Georgia 20265: John Knox Press.

Smith, J.K.A. 2004. Introducing Radical Orthodoxy: Mapping a Post-Secular
Theology. Michigan: Baker Academic.

Stein, M. 1985. Jung’s treatment of Christianity: the psychotherapy of a religious
tradition. Wllinois: Chiron publications.

Steiner, W. (ed.) 1981. The Sign in Music and Literature.
Austin: University of Texas Press.

Strainchamps, E. and Maniates, M. (eds.)1984. Music and Civilisation: essays in Honour
of Paul Henry Lang. New York: Norton.

Tarasti, E. 1979. Myth and Music: A Semiotic Approach to the Aesthetics of Myth in
Music, especially that of Wagner, Sibelius and Stravinsky. The Hague: Mouton.

Thompson, A.C. 1993. Strauss and Von Hofmannsthal’s Elektra: the realisation of myth
in music. Unpubl. M.Mus. thesis. University of the Witwatersrand: Johannesburg.

Wilson, P.C. 1973. Deus non est absconditus: the twentieth-century Christian universe in
symbolic sound (four essays on the ideas and composition of Olivier Messiaen).
Unpubl. M.A. Thesis. Smith College: Northampton, MA 01063.

Zuckerkandl, V. 1956. Sound and Symbol : Music and the extemal world.
London: Routiedge and Kegan Paul.



152

Joumais

Kloppers, J. Dec-Jan 2001. Musical rhetoric and other symbols of communication in
Bach's organ music. Ars Nova, Vol.7, Issue 33/34, p.11-29.

Electronic references

Buelow, G.J. : ‘Figures, theory of musical’, Grove Music Online (Acessed 03 december
. 2007), http//0-www.grovemusic.com.innopac. p.ac.za: 80/shared/views/article. htmi?
section=music.09625

Wison, B.(1,1), Buelow, G.J. (I, 2-4) Hoyt, P.A. (Il) “Rhetoric and music’, Grove Music
Online (Accessed 03 December 2007),
>http://0-www.grovemusic.com.innopac.up.ac.za: 80/shared/views/article.htmi?
section=music.43166>

Witson, B.(1,1), Buelow, G.J. (I, 2-4) Hoyt, P.A. (li) : Rhetoric and music, § ,1: ‘Middie
Ages and Renaissance’, Grove Music Online (Accessed 03 December 2007),
<http'JIO-www.grovemusic.com.innopac.up.ac.za:BOIsharedlviewslarﬁcle.html?
section=music.43166.1.1>

Wiison, B.(1,1), Buelow, G.J. (I, 2-4) Hoyt, P.A. (ll) : Rhetoric and music, § |, 2: ‘Baroque’,
Grove Music Online (Accessed 03 December 2007),
<htthlO-www.grovemusic.oom.innopac.up.ac.za:BOIsharedlviewslarticle.html?
section=music.43166.1.2>

Wilson, B.(1,1), Buelow, G.J. (I, 2-4) Hoyt, P.A. (Il) : Rhetoric and music, § 1,3’Up to
1750:Musical figures’, Grove Music Online{(Accessed 03 December 2007),

<http:ll)-www.grovemusic.oom.innopac.up.aaza:BOIsharedIviewslartide.html?
section=music.43166.1.3>

MUSICALS

Scores
Loewe, F. and Lemer, A.J. 1962. Camelot. London: Warner Chappell Music Ltd.
Schmidt, H. and Jones, T. 1963. The Fantasticks. USA : Chappell & Co., Inc.

Lioyd-Webber, A. and Rice, T. 1969, 1970. Jesus Christ Superstar.
London: Leeds Music Ltd.

Leigh, M. and Darion, J. 1965. Man of la Mancha.
No place: Andrew Scott, Inc. and Helena Music Corp.



Libretti

Loewe, F. and Lemer, A.J. 1961. Camelot.
London: Chappell & Co. Ltd.

Schmidt, H. and Jones, T. 1959. The Fantasticks.

New York: Music Theatre Intemational

Leigh, M. and Darion, J. 1965. Man of la Mancha.

No place: no publisher

153



	Front
	Chapters 1-4
	Chapters 5-8
	Chapters 9-12
	BACK
	Conclusion
	Bibliography




