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PREFACE

The reeetirch for this work began when I saw my Virut musical

film The oouna of iusic. I wuu nine years old and enormously
impressed. since then 1 have cat through countless genre
films, some mediocre, and others exceptional in their artistry.

I hope this dissertation will alleviate some of the unjusti-
fiable prejudice with which many regard this popular culture

mode

My sincere thanks must go to hr John wvan Zyl of the University
of the Witwatererand whose encouragement, aivise and constant

help have been invaluable.

I acknowledge also the School of dramatic Art +*which I am

registered as a lost-Graduate student.

And I would 1like to express my gratitude to the authorities

of the University of Natal for allowing me to use their

Library facilities.

I extend a note of appreciation to my unborn child for making
my pregnancy a comfortable one, and having the good grace to

arrive when this work was completed.

Finally, my love and my thanks go to myhusband, whose under-

standing and pride have been my strength.



i-'ow that the stuay of h le n accej.te ., recognised

und 1instituted as a subject worthy of Matriculation

examination in sonu Lchccis fallin unoer the Jjurisdiction

of the Transvaal .ducation uapurtuent, there 1 an urgent

film wusin. the traditional methodo which ap ly to the

-he fundament-!1 differences Let.eon the t.o ir.rratuve

while Literature exists -n tne wvritten word ate the

relevant for literature to :ilm only results in misplaced,

this would cause confusion about the nature of film and

ho a visui 1 narrative .i nifie.

&e need a media Specific approach to the teaching of film

one hlch use. film ¢ visu 1 id for tc chir.f literature,
tut one vhich conoid :0 f.lm us film ud take o into account
Master o Arts ilssert ition entitles .Le -socry n: act ice
Oof 1L:. tu -t -CC L' C -1 -'vV'l i sicvo

provide., t;.r folic, 1in, information regarding the amount of
time that the average white -out:; African scuool cnild

spend. absorb inf the :c¢ in:

"-out:. African ,upils .pend 3*7 hours (or V, * of t .eir
leisure time on the rc .in of ;00 s; the balance of
(a further Dbreakdown of ti;— fi(ure- inuicate that the
better pupils spend 3 ore time on the reading of

There wa., no significant difference Dbetween the two

."roups regarding the time .pent vievi;., television
and films on the commercial circuits - a strong
argument in favour of teachin, visual liter .cy at all
levels of achievement at school.)"™ 1



Mr cvticluaes that the study of film is of vital importance,
ae it will equip the iiouth African pupil with the means to
interpret the visual content of communications media. One
of the teachers involved in the irancvaal hducati n
Department's pilot study in which a film course was
introduced into six Transvaal schools auued that:

"Visual media are very much part of our everyday life,
and 1if some or other form 1is not introduced into
schools, education will become irrelevant and the

pupils will be unprepared to face the onslaught of
masB media when confronted with the outside and adult
"2

world
Exposure to a growing amount of visual media is on the
increase 1in South Africa and it 1is shocking to consider the
statistics which have been released in ccuntries abroad.
In the United Kingdom 35/ of pupils in the 12 - 14 ag5 group
watch 24 hours or me re per week and only 32* of this group
watch less than 12 hours per week. Americans watch an
average of ?S5,4 hours pc. week as oppose : to 7,5 hours spent
reading magazines and news papers and C ,6 hours per week
reading books. - «e can assume from this that the South
African pupil 1is assured of an even greater exposure to the
visual media in the future follow.ng the tren,; 3 which are

apparent overseas.

Grov* and others have made a convincing case for the study of
film at secondary school 1level, but my primary concern 1is how
it is taught. jiace it is a new subject, there will
obviously Dbe continual monitoring of 1its progress, and the
methods used, particularly as many of theae are otill in the
experimental stage. In his dissertation Grovf has outlined
the method which he advocates as appropriate for teaching
film and provides five examples of suitable short films

which could be used in a class room situation given the
limitations of time and the requirements of the secondary
school syllabus. His analysis of each film is appropriate

to the medium, and each one 1is studied an an example of

communication in a visual narrative mode. I am 1in agreement



with Grovt'a methodology and my etudy attempts t extend
the progress which has alreauy been made. I aim to provide
further teaching examples which may be used in secondary
schools or even further into Higher Education 1institutions.
It will form part of a growing body of literature which
aims to build a theoretical framework for the teaching and

study of film concepts.

In my opening Chapter I will do a comparative study of film
and literature 1in order to illuminate their differences and
show that they communicate, and are encoded with information
in entlrel) different ways. I hope that this will help
dispel the notion that film study 1is an offshoot of literary
study. One of the most commonly held misconceptions when
teaching film, if, that film concepts and literary concepts
are essentially the same. However, it must be realised that
they are different, both 1in the ways in which they are
employed - encoded 1into th" text, and how they are perceived
and decoded by the re tder/vlewer. George Blues tone explains
the difference between our perception of literature and film
as two different "ways of seeing" highlighting the concept

of seeing wvisually and 'seeing' 1imaginatively. 4 *hen
watching a film our reception of the message 1is both visual -
we are shown an image on a screen, and audible - we hear the
information encoded 1into the soundtrack which either
reinforces,complements or contradicts the visual image. The
novel communicates via the imagination and the rea er creates
his own 1image by decoding and reconstructing the written word
in his own mini. Metaphor, which 1is a literary concept, used
by the novelist to give greater complexity and significant,

to hie work, operates differently 1in a wvisual context. Kany
assume that it la only applicable to literature,but it can be
used successfully in e film context providing that it is
employed 1in a way which 1is a; preprints to th: < medium. The
equivalent of metaphor in film is audio visual and is
perceived directly through the sight and hearic, of the
viewer. Likewise it munt Dbe noted that film symbolium and

literaiy symbolism are mutually <exclusivr concepts. Although



aye.bolian ia a specific artistic and stylistic aevice, 113
presentation in a visual mode 1s entirely different to its
occurence 1in a literary form. film symbolism communicates
and 1s received wvisually. My opening chapter will also
include a discussion of the critical theory of the science
of signs - Semiotics, and will focus wupon the application
of this theory to the study of film. finally, I will
discuss the concept of film style, showing how it differs
from literary style, and how it 1is manifested 1in particular

films.

I have chosen to use the Musical Film Genre as a specific
category for study and analysis, and therefore I shall

spend some time outlining the various approaches to this
popular culture mode. .respite it being a part 01 the
commercial film industry and falling within the boundaries

of popular culture the musical 1is a densely structured form,
often complex and strictly 1limited by its adherence to
generic formulae and conventions. It provides a valuable
teaching example Dbecause of the abundance of complex thematic
structures, the many and varied visual metaphors, striking
symbolism and vivid artistry. The musical 1is one of the most
neglected of film categories and the disinterest and indiffer

ence of many critics 1is to a large degree unjustified.

Until recently most serious literary and film critics have
tended to ignore or disregard the prolific output of films
made during Hollywood's 'Golden Lra'. These films have on
the whole been dismissed as escapist and therefore unworthy
of serious attention. The enormous impact of Hollywood films
upon the American cinema-going public has borne 1i tie
relationship to a lack of critical appraisal. Because film-
makers catered for a mass audience 1in a mass market,genre
films and especially musicals,have Dbeen downgraded to popular
culture. Critics are inclined to view what 1lthe masses' find
entertaining with a measure of contempt, and consequently lew

attempts have Dbeen made to analyse these films seriously.



Yet there have been some critice, particularly in recent
years,who have sensed that there iu often more to a genre
film than a hackneyed plot and a few stereotyped performers.
There was a growing realisation that beneath the glossy
exterior, presented in these films, lurked a deeper meaning,
structure and complexity. "hat happened as a result of this
was that the critics attempted to analyse the genre film
within the wvarious frameworke of accepted critical

approaches and film tt jories. The~e methods are c.ter.
inappropriate for what 1is essentially a popular culture
medium, but it 1is interesting to follow the wvarious thrusts
into which critical endeavour was channelled and note the

discourse which the critics usea to examine genre film.

As stated above, the musical film Aas never en”oyec a
reputation for being fine cinema and the most common
criticism levelled at it It, that 1t 1is escapism. nscapism

in turn clothes a wide variety of adjectives wused to describe

the musical, among the most often used:- rrivolous,
unintelligent, glo.cy, shallow, irresponsible, wvacuous,
meaningless... The importance and value of musicals and

indeed all popular culture 1is believed to be nothing mere
than what they offer the audience 1in terms of a few sours
pleasure and the chance to escape from the mundane routines
of their daily 1lives, 1in the darkness of the movie theatre.
If there 1is any value in musicals then it 1is in their ability
to provide the audience with something to sing and dance
about. Hoy 1iaul Madsen, echoing the views of many others
like him,wrote:

"Although escapism can be used to Justify anything,
the thin stories and the miniscule messages of the
average musical make it clear that the only reason
it thrives during days of ordeal 1in that it oilers
the national audience collective pleasure, relaxation
and escapism. film and television musicals really
find their social value, 1f they neeu one, in giving
the viewer something to sing about and in providing
a respite from continual confrontation with .he
Iroblems".

When one notes the amount of musicals that were produced

during the years of the Ureat Depression and considers how



popuiHi they were, imi <iddi to that the musicals of the

war years (lot and nd the escapist argument appears

logical. Hut it 1is Incomplete and shows a lack of

understanding about the nature of popular culture.

Although it 1is escapist 1in many senses, that 1s not its
only function, and it does not negate 1its wvalidity as art.
In nis book Film as film (197?) Victor Perkins successfully

debunked the traditional and orthodox theory of film.
He showed that it was structured upon dogma and prejudice:

"formulated under the guise of an aesthetics of taete
and personal response which rested on considerations

of social status: the status and prestige of the
Cinema as an Art and therefore, by implication, the
status and prestige of the film Jjournalist-crltlc." I

During the 1lute 1950'y film theory and criticism polarised
around two dominant approaches regarding Genre film.

Firstly the established orthodox theory which clung to the
noti n of cinema as a 'High \rt' form, and the new theory
which challenged the authority of the 'film culture
establishmentl. This new thought did away with the idea

of an 1individual approach to an Individual text and brought
a new phenomenon Into focus - genre theo.y. Critics Dbegan
to talk about a class of texts and a discourse of 'popular
culture'. Films were no longer regarded only as Individual
texts but aw part of a total sociological structure called
mass culture. And because these films were placed into the
context of a group films and texts, critical analysis could

focus upon their function ay one of a category.

Following the recognition that there was a definite class of
texts under the label of genre films, the French structuralists'
methodology provided an important framework against which the
body of Hollywood film could be analysed. In the early 1960's
Truaffaut, Chabrol and others writing for the influential
European magazine Cahler du Cinema sr ght to uncover the deep
sociological structures at the foundation of the genre film
industry. Their critical thrust was baaed upon the premise
that all art 1is necessarily rooted in its social structure

and therefore to understand art the critic must isolate and



srobin. in this, diircctivn t ulot on ti the director's
(auteur) relationship ith hi tlxt (fa In) .vac raise” no

once again the orthodox fi.m e:.tabl*ahoe«t i t.«t new

theorists were t 1 -. rh- . «t first tit e.t ikli.h:cen
maintained that in the .cl.ywood commercial filamz. ikirz::
industry there could Ie no Jjlacu or a: individual's
director night try soul:; utoor'tically be crus.-es cy the
rulit.commercial ideolo y .-.hicn allots n- room ;or

experimentation an; deviation from proven box office

Ho .ever, the evidence a . t th.. t -cunte
the critics had to aaxit that directors of the calibre o
John for., . aben : . uli Alfred ..itcncoch unci Vine
aiinnelli made a very stron personal mark upon their films.
It became obvious that each file bore the 1indelible ,ta:;p o
its utvur, de .Ml le or ftfn buc .u.e o. .e structure o

14
orthodox theorists accounts; for this by «dxill-n.,* tha

even 1in a mass appeal cinema there was a place for the

upon structuralist nethcdolc y derive . :xr.. linguistics

and systems 1in society <*«nich xed to thr r.;,n. esv—l*on a
popular culture, ..ere ire otly re. one. x< :o0r tue direct r
vision wund his 1r- .ul tir. urt.verr..

These t o -';rt ichc. to .genre film hov. the ;uteur

principle operates in t. xs category continued to coexist

he eve un# .ily - e« ortho; x .MIipv.a »h . v;. ..
solved tfie problem <' the auteur re i<tioim ;x, .nu ".ccepvvu
that there -as room for individu; 1 artistry within t;.e maos-
culture mode. .hey fout. . n i- ficulty acccytii. Ux.o0, «.hut
an artist cruld inhabit a Ilnon—artisticl or people *» medium
such as genre film an flourish eviti within the strict,

limitations of the 1lolly..ocod film indu. try * «hxio -hxs



retitort. . the refutation, of .olI/wo .d'™ le .in. direct:r-
.and perforaers it held =ne .et iou for re -r .-.L tneir -ti .a
no equally rti- tic. fhla -r, an—jr.t - ..;'.1c-1t to wucce ;

’

at> the str cture of the ,er.re and the vision o; the auteur

Tive ical: are u codLlnollxn < the struct “r»nprincil es

of tne cuaicnl .enre an . h;. cun :eruonal ai n-.ture of

set of structures hich constitute the narrative core o»

the ..usic 1.

critic 1 e: :thosts av.cy fr = te in :ividu . texts ¢tr.c

authors and exar.ine th< brc -ier structure, o potulur

genre filn becane absorb;- into the nainstrean of senio-
atructuralist activity at. the vital 1issues raised and
ccnsi iered re h thi <enre oper -cte ) | * struct -re, no.,
it is organise n r< » te :# ununc. -n u - >0y V.
signify 1in tern, of th< ir ov.ninternal cohesion and as part

of a broader .eneric uMste

An important result of this critical activity was to focus

upon the concept of a ,opular culture an.; sao. nov. 1.

|
husical fils, e ich are probably one o: the most well-
received but often stron. ' criticised of tne popular
culture ear , nl t o . re oo .c.iinj ..., ¥y

i

attitudes towards »OM.cn mi other a .llcr o : social and
cultural importance ..'ere reflected ..; .art o. - e geiire s

question deeply entrench;d social atnurture » tut simply



exposed and gave vent to attitudes already prevalent or

accepted 1in society. The musical reinforces society's
my the .

The works of Richard Rodgers and Cscar Haomeretein, two
of the most prolific and successful writers (both 1in the
artistic sense and at the box office) Illuminate how a

popular culture medium reflects society's wunderlying

mythologies.

Carousel (1956) was based upon Kerenc i.olnar' e 1liilo'™ (19009)
which dealt with man's ethical gquest to be honest, and his
corresponding struggle against poverty. Rodgers and

Haameretein, used this dilemma as a basis for Carousel

which reflected America's widespread poverty and unemploy-
ment. The hero, Billy Bigelow, 1is a proud unemployed
Carousel Dbaricer who desperately tries to support his fac.’y.
When he fails, he is driven to crime and persuaded to join
his unsavoury friend Jigger in a robbery. *t ails and
Billy falls on his knife trying to escape capture. rifteen
years later he returns to earth to give hisposthumous
daughter a guiding star. Carousel 1is a film about a man's
pride 1in the face of difficulty. Billy 1is 1like many
American's trying to come to grips with a hostile environment
and failing. But even against these overwhelming odds
Rodgers ends the film in the spirit of hope and optimism
captured 1in the myth of the Great American Dream. "You'll
never walk alone" 1inspires one to believe that success will

come 1in the end:

"When vyou walk through a storm hold your head up high
and don't Dbe afraid of the dark

At the end of the storm 1is a golden land

And the sweet gentle song of a lark...

walk on walk on with hope in your heart

and you'll never walk alone

you'll never walk alone."

In The King end 1 (1951) Rodgers and Hammerotein created an
Oriental King with a huge family and an obnoxious disposition.
The European governess, who he employs to educate his

children according to Western practices, 1s obliged to grovel

before him in humble subservience. Coming as it did only ten



years after learl Harbour was attackea, wuna in the wake of
ar. influx of Oriental 1lmc.igrantb, The King and I
unconciously rellected a certain amount of xenophobic panic.
American socliety was unierstaniably auspicious of this
yellow, alien people whose language was unfathomable and
whose culture an enigma. Perhaps the final revelation of
the King of Siam as a benevolent man who inspires sympathy
and respect, and the delightful musical sequence "Larch of
the Siamese children" would have helped to alleviate some of

the American fear of these "heathen Chinesel'.

Although South Pacific, (1958) 1is a more overtly serious
musical, dealing quite specifically with racial intermarriage
end entrenched prejudice and social attitudes, the f1”m
effectively Dblocked the complexities of these 1issues reaching
the audience. the frivolous treatment of integration and
racial harmony on this tropical Couth lacific island paradise,
and the fact that the ominous threat of war was only referred
to in fleeting moments tended to another the harsh content
contained in the film. In the attempt to avoid a very

serious 1issue this film wae rendered hollow and insignificant.

Cne of the reasons for the success of Tne aound of Lusic (1965/,
is that it has all the joy and exuberance of a typical musical
genre film, but beyond its initial 1impact as entertainment

there are other deeper layers of signification. As well as
dealing with fantasy and emotions and revolving around the
inevitable 1love story, 1t focuses upon the darker subject of
extremism (framed as hazism) and the effects of dogma upon

youth and innocence. It reflects society's fear of

extremism whichever way it 1is Inspired and provides an out-

let for thio feeling.

Bob Fosse's Cabaret used the same subject matter but presented
it in a far more extreme and terrifying way. 'iolence and
aggression become recurring motifs in this horrifying picture
of waitorn Berlin and 1its confused hedonistic heroine.

Cabaret reveals as much about the social climate of the 19/0 s



an it ao<s about wartime Germany. Faaily palatable 1love
atoriea are ro longer part of the neceutiary generic

formula .

The problem with critical analyaea of thlu aort, lo that

once a reflection of the wider aoclal atructure 1lu Isolated

and dlscuaaed, further examination of the film ceases.
This Implle.-. that the only function of the musical genre
has been to reflect the tlmen In which they were made, and

in some cases hide the grim truth from their audiences and
pretend that events 1like the .epress.on simply did not

exist. One of my aims In this dissertation la to propose

a method for analysing the internal atructure of the

musical film. To go a; St mley Solomon says "heyond Formula
and discover what constitutes cohesive atructure of the
individual film, and hew 1i: lividual films make up a
narrative generic system. The musical la a complex,

structured narrative system in which the form is fore-

grounded. In natural discourse one's communication ie
usually verbal, reinforced, coop.emented or contradicted by
a visual aspect, perna -s a facial expression, gesture or
pose. Music du a ityliie: form of communication which

consciously foregrounds itself and imparts Its meaning
through the mediating structure of music. So musical films
automatically lend tnec. elves to an analysis which considers
the formal gqualities and coding procedures that are so
vitally important. n oth*T words an analysis of .he dis-
course. To understand how a musical film signifies, one
must decode 1its subtext an isolate 1its complex structure;
and formulae. for iltlnu, h thiu in a popular culture medium

it la a 1iiff)cult ona to underutand ami deconstruct.

The audience ol a munleal iily 1 prepared tu accept that
song and dance tic ul.cd as part of the 'natural discourse'
of th< [erformvro. That 1is one of the features of the genre
which 1is tacitly acknowledged by the viewer Dbut would be
lHupproprii le for a 'We: tern' film or another genre. This

sty l11nation of performance serves the dual function of



defamiliuriainy the action and aimultaneousiy alienating

the audience who are obliged to view the events on the

screen, 1l'rom a distance, through the mediating language
of music. 50 the audience cannot 1identify with the
action or become submerged in 1it. In principle this

alienating effect 1is a Brechtian concept outlined in A
Short Organurn for the Theatre which is based upon the
Marxist dialectic of thesis, antithesis', synthesis. 10
Brecht's own alienating techniques - songs, placards and
stylised acting methods drew the audiences attentions
away from the character onto the aspect ol performance.
His reason for this was to allow the audience to make a
choice Dbased upon his intellectual response rather than
out of a sympath or empathy with the character on stage.
In Beyond Formula, Stanley Solomon citer Bob Posse's film
Cabaret as an example snowing Brechtian framing devices,
and using songs to comment on the narrative. 71 The
musical sequences at the Kit Kat Klub provide insights
into Nati extremism and wartime Berlin by presenting
grotesque caricatures of real people, Indulging in
apparently humorous situations which become uncontrollable

and finally collapse into violent fighting.

Musical Cenre films are not simply escapist entertainment,
although they can fulfil that function. »hat 1s needed,

in an approach to the Musical film.is a method which takes
the specific characteristics of the musical film into
consideration. The function of any critical endeavour
should be to provoke analysis and hence understanding of

a work, and the function of any critical approach 1is to
provide the most suitable framework within which discourse
can naturally flow. An important factor to consider is the
extent to which the approach 1is appropriate to the form i.e.
whether it takes account of the specific characteristics

and properties of that form.

The Genre approach to criticisn and analysis of Hollywood

film has enjoyed renewed support 1in recent vyears. Brom 1its



early beginnings when the french structuralists began to
talk about classes of texts, and there were loose
references to various genres, musicals, westerns, thrillers
and so on, it has now emerged as a fully fledged 1intelli-
gent critical methodology. Cne of 1its wvital characteristics 1is
that it accepts that Hollywood films fall into certain
publicly recognised, accepted generic categories and that
individual films must be analysed according to the
essential formulae and conventions of the whole generic
system. The theory of genre criticism will be discussed

at length in Chapter 3 but it 1is necessary to make a few
points about it here. flatly, it accepts that genre films
have to be commercially wviable and their formulae will be
repeatedly exploited as long as it is rofitable for the
studio moguls to do so. Furthermore it admits that the
proven formulae are necessary to the intrinsic structure of
any genre and maintains that it is not in spite of, Dbut
because of the limitations of genre that some of their finest
films have Dbeen successful. And finally a generic category
is defined Dby public consensus. Audiences recognise a
recurrent narrative structure and name it according to
general opinion which wusually describes the content - a

western, a musical, a gangster or a crime film.

So an artist who works within the limitations of the genre
film, whether he is a filmmaker or a performer 1is most
successful if he can use the conventions and formulae in an
original and exciting way to give the audience new insights
into an old subject. He must provide striking wvisual images
which reinforce the underlying structure of the genre. Fred
Astaire's elegance and spontaneity give his films a keen
freshness and artistry. Each time he 1is poised to wvance the
frame 1is charged with anticipation, and with each nev step
he never disappoints his audience. Similarly Vincente
Minnelli's brilliant sense of mise-en-ocene never exhausts
itself. It is always rich, constantly changing and by turns
controlled, elegant, brash, opulent, impressionistic and

always successful. John Ford's striking visual symbol of the



cactus floer is drawn fr”m the thematic structure 01 the
genre and Illustrates his capacity to choose the moat
appropriate and unlikely image. In The Kan who Uhot
Liberty Valance the cactus flower la inaicitive of Hallyls
personality, a woman in the wilderness who creates the on’y

protection she can against a harsh and Hostile environment

The Genre approach 1o the most 1logical method to use when
discussing musical films Dbecause it recognises the need to
isolate formulae and structuring principles making up
generic systems . tithin the framework of genre criticism

I have devised a binary opposition model which can be used
to analyse the thematic structure of tne musical film. It
is a structuralist model am Incorporates some of the basic
principles of structuralism, which are used as part of a
methodology with.n the broad category oi genre criticism.

It is structuralist in that it accepts Claude Levi-Straussls
premise that the human mina classifies tl » world by forming
a series of binary oppositions which describe the world and
the relationships of objects to one another, 1like "hot/cold"
or "raw/cooked". Levl-5trauas maintained that this
classification process 1is inherent in the human min

sought to prove it by studying non-literate societi
Furthermore the structuralist's analysis of reality

Roland Barthes deconstruction of codes of realism, as well
as his examinatlm of society's perpetuation of mythological

systems have proved oi vital 1importance to this work.

The musical film does 1lend itself to an analysis of this sort
particularly as binary oppositions 1like reality/fantasy and
romantic conflict are at the core of the genre and form part
of its narrative structure . Jim Kitzes has done a similar
analysis of the thematic structure of the Western genre in
Horizons *ejijt, and mhows that 1t 1is a genre which manifests
conflict between two opposing environments (ideologies) the
East and the West. 15 In Chapter 4 1 shall discuss this
model in detail and offer the one which I have devised,

showing how it can be applied to a study of the musical film.



The Mnary opposition model of the musical film is to be
used as a method for critical analysis and I believe that
it le valuable Dbecause it considers the vital aspects of
the genre and Isolates 1its central themes and conflicts.
In this respect it 1is helpful for the teaching of film,
as 1t provides an appropriate method for deconstructing
one specific category of film - the genre musical. To
return to one of the ptints made at the beginning of this
introduction, a critical method should be drawn from the
subject it wishes to analy.e, taking into consideration
that subject's fundamental characteristics ana dominant
narrative patterns. ine aim of my dissertation 1is to

examine the musical film genre:

1) as film,
2) as genre, and
3) as a musical

in order to present an example of how film should be taught
and studied. To examine the musical as film one must under-

stand the concept 01 film symbolism, film metaphor, style

in film and film semiotics. hese are all considered 1in
Chapter 1. Understanding how the musical functions as a
Genre 1s analysed in Chapter 2. Here I consider the nature

of genre and explain how it operates as a definite narrative
structure. I will deconstruct t. la narrative structure into
its wvarious components and use t e ueical as an example to
show how generic formulae are manifested. In chapter 3 I
will deal specifically with the musical film as a musical
and analyse 1its structures and oppositions according to the
structuralist binary opposition model. Finally in Chapter
4, 3, 6 and 7, I will deconstruct four important film
musicals wusing the model as a guide. The purpose of these
four analyses will be to show practically how films can be

studied in order to gain the maximum understanding of their

content.

I arc aware that in secondary schools time limitations make
it very difficult to study films 1in their entirety. how-

ever it 1is possible to teach one film 1in the course of the



term by breaking it down into ten or twelve manageable
sequences. ..hat way a film could be incorporated as a
"set-work” within the school curriculum. I have provided
a theoretical framework within which to study film.

in a higher education

Whether at secondary school 1level or

institution it can be adapted to meet the needs of specific

pupils.

Por my examples I have drawn upon musical films from 1930 -
1970 and have isolated a f , specifically for critical
attention. .he most important ones are those made Dby the
r.k. . Radio film Studio, starring the song and dance
partnership of rred Astaire and Ginger Rogers, those
produced by the Arthur Preed unit of Metro Goldwyn Mayer
™M.0.M.) during Hollywood's 1Golden &ra' of musicals

(1940 - 1I960); particularly the films directed by Vincente

klnnelll.
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CHAPTER 1

TEACHING LITERATURE AND FILM : A COMPARATIVE STUDY

'l “enlotlCB : Jl”ns jina -.eronntlc Syatemb

The theory of aeoiotIco , the "science of Bigna" 1is a product
of this century» rooted Dboth in America and in Europe. Its

two founders worked simultaneously, but individually, on
their respective continents. "hat emerged as a result of

that independent thinkiuv were two critical disciplines

which were fundamentally the same. C.S. Peirce, the

American, named hie th' semi tics, while the dwiea 1linguist
Ferdinand de Sauesui the term semiology, which remains
me European preferen. In essence though, their theoretical

principles are the same an icv ve the study of signs and
sign systems in society. =% * logy and semiotics aim
to deconstruct these systems, % a view to understanding

their meaning and function.

./uring the 19201j de Saussure proposed a science which

studied the 1life of signs 1in society ana focused upon two
issues 1) ahat they are made of and ti) what laws govern

their Dbehaviour. 1 At the same time, Peirce was formulating
his theory which would: i) Observe the different forms of
social behaviour with special reference to societyls rituals,
ceremonies and greetings. 11) Analyse the semantic systems
which are prevalent in art and literature and 1ii) Decode

the non-linguistic signals which abound in the world outside
of human Dbehaviour, for example 1in the field of zoo-semiotics,

cybernetics and Dbionics.

Whether one chooses to use the American or European terminology
is unimportant, because Peirce and de Saussure were moving in
the same direction, and both would agree, along with the later
Structuralists, that there 1is no universal realism or

singularity of meaning of perception. Any act of communication,



whether linguistic or non-linguiatic, functions as e sign
within the larger semantic system, and 1is acted upon by
several mediators of meaning. hor instance verbal signs
which exist within the larger structure of human language,
have no one definitive meaning but are affected by the way
in which the transmitter encodes them, and the receiver
interprets them. The