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ABSTRA

This dissertation examines the reslisation of myth through music in the

music-drama Ffekfra by Richard Strouss and Hugo von Hofmannsthal; that s, 1t

sindies aspects of the mythological that distinguish Eledra from compositions
tn which the sc0Te & B mere accompaniment to, rather than o fartherance of, a

mythical plot, Although the study of the rele of myth has in recent years become

rt and litersmure, little gitention has been given to the
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interaction between myth and music, The ntention of this study is to apply the

most impartant theories of myth to the music gnd wext of Bfefira m order (o

establish the mythical narure of the opera The theories of archerypal tmagery
are of particular importance, specifically these of the magic, the her-mythical,
and the demonic; and artention bas also been given to the Amctiopality of

leitmotifz, tonal-relationships and musical structure in the rcalisation of myth as

art—As—the opere is—aproduct of the ningteenth cembury firi-di-sidole,

coptemporary attitudes to the mespng of myth play a vitol role in defming
Elektra, as do the psychoanalytic theories of Stgmund Freud. The result is the

fi modem mrthinln gm‘ wm’k thfﬂl.lgll the medium of music-drnma.
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NOTE ON THE TEXT

All quotations from ihe Wbreno of Elehira are taken from the wrnstaton by

Anthony Hose @

Nicholas Jobm (London Riverrun: 1983}

Aogiethus' refar to the
I“F“'"""'
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The speiliogs Tlecira',
characters m the tragedy Flectra by Sophocles, and to the original myth.

The spellings 'Elektra’, 'Klytemnestra', "Orest’ and 'Asgisth’ refer to the droma

PRI T S S a Flaftro by Strauss and ven
DIEX D}' T LDLlWLiLNgLEw +

tHofmannsthal.
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CHAPTER 1
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THE HISTORY OF MYTH AND MUSIC

1.1 MYTH AND MUSIC IN ANCIENT GREECE

plainsong wsed in the ceremonies of the sarly Christian church, which in tutn

trace their rootz back to an Indic heritage. Yet throughout the history of

Ancient Greeee for mspiration, leaming, mstruction and moderation. Howevert,
whilst the architecture, literature and art of the Ancients are extant, the same

cannot be said of thewr music. Ooly twelve altered manuscripts survive, and

Ll
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even these give no mdication of a defmitive performance practice or exact
sound. Written texts dealing with the theoty and aesthetics of music do exist,
and from these texts scholars have bosn ablc to determine the role of music

Ancient Greece and, more particilarly, its fimetion in the mythelegy of the era.

Greek writing is full of examples of musicians whe carry the origing of music

examples of much musicians, and all arz portrayed not only as sidlled



 F _ = sy |

practitionets of their art, but also as its mventnrs [ Kassler, m an essay e titled

Apolle and Diomysius: Musie Theory and the Wesiern Tradition of

Epistemology (Stamehamps 1984 437), states that "the begitnings of music

L7 PO, R P de n amtthams o
J L)

theory are o be found decp i Westem myihology, Wi

established betwemn order and disorder.” This order and disordet is symbolised
by the two gods Apolle and Dionysius respectively: the former, god of
rejurvenation and purification as well as the preserver of lifc, represents harmony

in the cosmos. THonysms, on the other hand, is the dissonant vsurper of

rationolity, and is 4 symbol of desire and physical appetites. In true Greek

fashion, cach god was represented musically by use of a musical instrument at

rites of worship.
worshipped with the aulos, o double-pipe reed instrument resembling an vboe,
with a shrill and piercing tone. This nstrinent, used singly, was also a feature

=l . -

of Greek tragedy ihai is believed to have

worshipping Dionysius. [n streng conirast, the cult of Apolle, situated an the

islc of Delphi, favoured the lyre as its principal mstument of worship. Unidike

the passions aroused by the aulos, the lyre soothed passigns and promole d
rationality and calm. Nometheless, both sects were rcliant on mmsic a3 an
integral part of their devotion, and this is true of a large part of Greek religious

life. In fact, the word 'music' itself is m adjectival form of the word 'muse!, 2

musc being a divine guardian of artistic or s¢ientific mspiration, Originally three,

the eventual nine muses each premded over a specific branch of science or art,

and were oft¢en invoked in aid of the creative process, even i recent tomes. The



verbal relation betwe

A

‘music’ and "Muse' suppests that the ant of music to the
iy

CGreeks wac not merely for entertainment or recreation, bue rather a functional

[ o]
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sizinent m the search for boauty 4nd meaning m life. This quest was represented

by the decisive role of music within the myths of the period and its contmuing

mole in the myth-tragedies of Acschylus, Sophocles and Euripides: “It is in the
pature of the simplest and oldest form of drama that, at the height of intensity
and feeling and excitoment, #t (urns into music, because music is able to express

emotiony when the deeply stired soul of man can utter only marticulates cries.”

known 1o have played a promment part, but how promment, and o what

context, is upcertain. It is known that the chorus ployed mn mtormediary role,

of a musico-drama using mythological material is Agamermnen, the first tragedy
of the Cresfeia trilogy by the playwright Aeschylus. Throughout Agamiemno,

Acschyhus' power as a composer as well a5 2 poet is never in doubt. His use of

the lyrical chors, his inherently musical thought and his ¢xploitation of rhythm
a& & nusical as well a5 2 dramatic device ail reinforce wihai Lang had m mand
regarding intensity of feeling; that "it 15 beyond qur ability to realisc at this date
the psychalogical effects created by Aeschyl=an mugic. Before Agamemaon the

tragedy had been a hrivo-musical genre; afterwards it becamc a drama with

music ... Agamemnon convinces us that tragedy wae indeed bormn from the spirit




The Greek {or more specifically, Agollonian) compulsion to petfect all areas of

their existence and reduce meaning to a rational ordered systemn encompasscd

I.I.I.'I.llr - H.I.lﬁw HEELE & WREIETwT AT == - Ll

the art of music a5 well This quest for perfectiva teached its penk with the

teachings and theories of Pythagoras, which emphasised the mterrelation

berween music and numbers: a6 the understanding of aumbers led to o greater
mnderstanding of a physical as well as spiritual existence, so too would the

anderstanding of music refleet the barmony of the miverse and the

compatibility of myth and cosmos. Music, so impertant m the life of the

miracles attributed to the legendary musicians of mythology. The Pythagorean

and Platonic ideals of music and myth wers to reappesr centuries later in the

Middle Agac and Renaicsance i the tmise of Meg-Platonism, which will be

L e ] inazwm Og— = L

dizcussed in more detail m the following section of this chapter,

\t invesHoation to music in the Ancient Greek civilisation mdicates that it

r
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was an integral part of the religious and secular mryths of the time, whether it
was an element of a mythical story or an accompaniment to a divine rite, Ii was
not until the era of Wagner and late Romanticism that the twe forces of music
and myth were otice mors to b s naturally satwined. It was in fact the dramas

of Aeschylus, and particularly the Oresteta trilogy, that mspred Wagmer to

realisc his own mythical creations i a complete art-work In the interim myth

philosophical reasoning of the Renaiszance to the bland mythical omamentation



of the tococo. But first it is necessaty to examine the role of myth in music in

beginning proper of Western ant music as 2

1.2 THE MIDDLE AGES AND RENAISSANCE

By the time of the Middle Ages, music bad become subservient to the necds of

the earhy Christian chutch, Although scholars did return to the ideals of Greece,

the purity of Christimity. One group of intellectuals who opposed the paraneia

of the clurch were the Weo-Platonists, whoe uscd the tcachings of Plato,

of this group, Mantius Servimus Bocthius (470-525), used the numerical
Lheories of Pythagoras to formulate a tmigue theory ef musical acsthetws. He

atonied that music was a

thological “guide’ ta divine perfection and beauty, a

%

wiy of depicting the ultimate state of God and his creation. In order to achieve
this, music had to be expressed in numerical rades. In other words, numbers
bed to be made audible: "it is here thal music achizves its real place in medieval
phitosophy, for 85 8 microcosm o the macrocosm it can duplicate on a amail

scale the power of pumbers inhercat in the ptherwise almost mcomprehensible

expanse aroumd us. " {Scay 1975: 20.) Thus there existed two poles of thought

tusic was no more than a sacred accompanitment, performance practice was
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unabic to extend much beyond ihis, des espite the efforis

Baoarhing. [t was to be the Rensissance's revival of Hellenism and the creation ol

ppera that would open the way for the development of both music and drama

gnd, as an extension, myth. Meadieva

middle of the thirfeenth cemtury, but re-established itself m a far more
intellectusl ferm during the High Renaissance. Its impact was concentrsted
roainty i Italy where groups such as the 'Platonic Academy” and the "Camerats”
were established to discuss, infer affa, science, art and rhetoric. To these

groups, myth was the ideal meons of symbolising truth, and figures such as

Giovannt Boceaccio (1313-75) and later Pierre de Ronsard (1524-85} proposed

using niyth To ‘conces
perfurmance of the myth. Thus the provalence of mythological charscters in

Renaissance art {oymphs, gods, heroes, erc.) is not always purely decorative;

L = |
cnditton m ovder that “we may
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they were also 4n afismipt 1o exp

gee there something of cur own nature, if not openly, then 45 through a glass,

darkly.” (Denington 1978: 5) In a mimilar wanser, mosic of the Renaissance
period was ofien viewed as symbelic in #self Marsilio Ficine (1433-99), a
leading Alchemist and Neo-Platonist, theorised that swugic (and the numbers
related to it) was a form of guide through the celectial, and therefore spiritual,

spheres. Pan of (he wse of myth at the time included a strong inclination

towards the Greek musician-god Orpheus, and Ficino mvented the 'Orphic” texts

{classival posms accampanied by lyre) accerdmg 1o this following, “Orphens

was brought back to life to prove in person on stage the magic power of music



which, when put to the service of love, can master wature wnd conquer Eell”

[}

{Katz 1986: 113.)

This interaction between the Orphic texts and music in general was another way

of achieving the Neo-Platenic eim of 'revealing through concealing), and became
the basis far the very carliest attempis at creating music drama, Fabula 8'Orfeo,
an "entcrtainment’ written by Angele Poliziano (fl. 1470}, attempts to mtemalise

the exporience of myth in his sudience through the synthesis of music amd

droma. The music was & path

hidden qualities of the myth. Fabula dOfee t tum influenced the creaton of

the first genuine opera, Safie, by Ottavie Rinucemi (1562-1621}). This opera 1s

4 OTAINA Au I WG, and the

comsiderad ihe first as i contams "the thought of o drams all

thought of music o carry it az one and the same thought" {Donmgton: 7), and

is clearfy mythological in its intent. The plot is a reflection of the ombivalence

r '
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.
the the use ol contragin
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{sexual desire) as opposed to Apollo (reason and consciousness), Earth Venus
(carnality) as ¢mbodied m Heavenly Venus {piatonic love). The use of the
underworld suggests the uncertainty snd wnconsciousness of man. Dafme is
without doubt a mytholegical apera, but it is primanly o the drama that this is

s0; the music becomes hittle mere than accompaniment, or at mest & stirmulation

of the imngination.
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By the tmme the Age of Reason had emded, the mythical muagery

of the

Nea-Platonists hal been reduced to 3 mere ommamental role. Mythological

opera such as Monteverdi's Orfzo of 1607, and Lully's Aramis of 1684 do little

R S— nientio b

muore than offer & Tight agains: darkness' simation which does not really atfect

the listemer m any profound way. Some scholars, such a5 Rebent Donington
arguing from a Tungian standpoint, have claimed that the very neture of myth in
a dramatic plot {operatic or otherwisc} is sufficient to stimulate the minds of
audicores either comsciously orf unconsciously, and that the music is

instrurncntal i facilitating this. Yet practicaily, the roles of myth and music on

the vperatic stage had become separatc concepts by the Baroque eta, and music

had been reduced 1o the subservient role of zrcormpanimeant.

1.3 ROMANTICISM AND MYTH

Throughout the cighteeath and carly nincteenth centuries, myth served no vther

purpose thap as a source for operatic plots. This began to changs with the first

GirRngs o riigtc marfad in gig!l._g ;_hmr creatnye i_mpl Izez m the

R omanticism &5 artists sarde
light of a natiomal mythology, In Germany the mythologies of Greece and
Rome were declared archaic, and so began the development of a ‘new’

mythology: the forging of Aryan national ¢pics, fairy-tales and [iteratuse into o

comtemporary style. Although this resulted in a juxtaposition between the

collective forms of the recomstructed mythology, and the powers of the

mdividual and his creative spirit, it nevertheless became ons he mest nnportant



factors of the age, Music was alse strongly affected by the new mrythology and,

"in the most impressive woy to represent the structure of

miythical consciousness.” (Tarasti 197%: 62.)

In such a way, music conld stimulatc the ¢nrmant mythical psyche of the
collective uncenscious to a conscicus realisation of fts propertes. The first
compeser 10 cousciously use myth as a fmctional part of 3 musical score was

Franz Liszt (1811-86) whose symphomic poems are overt expressions of

Liszt then followed the actions of the character by nitermg this theme through

techpiques such as thythmic disturbance, or swdden modulation. Usmg such

life, but rather an sbstraction that aflowed for mytholegical symbeiisation. Thus
Taswo deals with the conflicts encountored by the Romantic artist; Frometheus

with the difficnlty of human achisvement, md Faust with the ¢emtradiction

-

between mirestrained knowledpe, and love and redemption. The mythological
sytiphonic poem culminated I Dfe fdeafe m winch a hero is exciuded
altogether, leaving only the abstract concepts. This carly work m a
mytho-musical Fore was te lead directly to the ultimate synthesis of myth and

music - the German Romantic opera,

composer who addresscd the need for 2 national opera with patriotic
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aspivations. Der Freischiiiz (1821) owed its succcsd (0 s genuine roots
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Its plot is drawn from medicval literature, and it features both mythologreal and

supernatural characters. This work became “one of the highcst peaks ever

attained by German opera” {Lang 1983; 800} and its mfluence on the theory
and music of perhaps the grostesi mythological opera composer, Richard
Wagner (1813-83), is immeasurable. Wagner was mtensely concerned with, and

harboured & preat love for, Greek culture and madition. Elis theories on the

labelled bim "The true heir of the Greek Tragediaps.” {Mietzsche 19300 72.)

The wagedy that had the most lasting influence on Wagner was the Oresfein

in tha hrlliamt Gerpnam tranclation by Johann Droysen

ALERIERE o e el Ll N1 LE 1.1 LE =4 ==

(1308-84}. Droysen's translation emphasises the deom-riddem haowuse,
condermed by its distant past to a forwe of guilt and retribution. Wagner

adontad this view wholcheartedly, together with its clear bias towacds

P g FILEY FROUELENAE LS

nationalizm. The conservative mcssage Wagner found i the Oresteia was
parailel te the rolo he expected to play in the hoped-for revolution for a unitcd
Germany. However, despite the profound effect that the gpirit af Greek
tragedy had en him, Wagner admitted in the theoretical Oper und Drama that it

wis the concept of myth that provided the true impetns for his creative ideals:

"From the essence of Mythos alone can we leam to comprehend the highest

of Greek mythos" (p133)
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Myth had always occupied a vital pesition m Wagner's creative processes. In his

combines historical characters with legendary omes. However, his greatest
mythologicsl work is the colossal Der Ring des Nibelungen, one of the

pré-gminent musi

sical and dramatic phenomenz of the late nineteenth century. In

the four consecutive music-dramas of the Ring cycle, the aspects of myth,

logend and confemporary Romantic cofcems of nationalism sud art are

reconstructed in a manner which Carl Marin von Weber had initiated over fifty

vears before, but which Wagner refined and perfectsd inte 2 unified
musical-dramatic whole. Thereforc, i Wagner's operas the orchestra plays the
part of the chorus in Greek tragedy In its emotional effect, while m its
indhvidual reaiity smgers assumc the tole. The use of the orchestra serves two

. ol o i abla
i

purposes; firstly, if makes senso

4 ' n
thie m—nm-iln E'-..-d-unn et ] ﬂ iy

cr

y ralatng the

actor's surroundings to his inner emotions; and secondly it comverts thought
mto emotionsl understanding. Wagner was of the apinion thot the poet is the
one person able to distil the 'mythos intc a dramatic mwedmm, alowmng an
andisnce to interpret its own existence. When such a mrythical drama is

combined with music, the orchestra becomes part of the sudieace’s responss to

the myth, and the poet and musician wmite in the orchestra. Whereas in eatlier

opera Lie music was an embeltishment of the text, in Wagner it becomes not
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only pari of e mythical structure, but also a powerful initintor of that same

i st
STUCTTS.

As an example of A music-drama with 3 mythical structure, the Ring offers

many msights. In each opera of the cycle sections recur both ag mythical
content as well as mwsicsl vealisation. The hero-mythical is a pacticularly
important theme common to all four sections, and i presented both

dramatically and in the form of epic narratons, The nature-maythical includes

myrmurs. Also included are mystical and mogical 3scenes, tragic eveals and

gestural subtleties, all of which arc functions of myth, The ipportance of music

irn t1la

r. |
Ll

1
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H

over yihical struchre becomen apnarent with

apps
- mugical themes associated with characters, events or objects which recur,
develop mto other themes, or are added to existmg motifs. These themes

hecome devices of a musicn psychological conditiom which create mythical

effccts and, 2s a result, advance the mythical discourse itselfl On o broader
basis, the structure of the opera is on three distmet ievels, namely nyth, saga
and Fairy-tale, with myth and saga often being related to nature and sociery
respectively, Each of these levels can also be linked te specific Iktmatifs which

develop throughout the four musgic-dramas, and thus the conflict between

pature and society is mirrored by the contrast in leftmotivic material. The
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Straugsion music-dramas, but it is sufficient herc ta consider it as the primary

channe! For the ommaiscient portrayal of myth by means of musical discowrse,

Richard Wagner, through his unique md pioneermg wse of myih i his

music-dragnas, not only brought myth to the stage in an ueprecedented maonet,
but also ensured thal the music accompanying the stage aclion was a
fundamental part of the udience's experience of that myth. The mterrclation

between myth and music, lost o Western at1 since the days of Angient CGreece,

s practically, and it was

largely due to Wagner that this was to continue n the works of the twentieth

century. Althougl the latz nmeteenth century saw the Lighest culmmanion yet
of myth and music, composorg uch as Richard Strouss, Jean Sibelms, lgor
Stravinsky and Oliver Messinen have ensured the contioning spint of myth m

the spirit of music.

1.4 THE TWENTIETH CENTURY

The Furppean fir-de-sidcle wimessed the beginzing of the age of science and
tochnology, ad myth was na longer applied to the creative unconscious i the

Romantic semse; mstead i gradually became the domain of amhropologists,

cultural histotians and scicntists, and was conssquently reconstructed within the

hology m art m the

JTATISYYO

early decades of the twentieth century was a modernised aed stylised form,
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matifested morc than ver on the level of content and expression. The work of

[
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Frend and Jung sow the Oedipus myth become morc prominent, and fus

reflected m the "Oedipus' operay of Carl Orff (1895-1932), Georges Enesco

(1281-1935) and [gor Siravinsky (1882-1971). Swravinsky's Qedipus Hex was

the most successful of these, Myth (and its ploce m the musical oeuvte) was not

only mbuenced by psychology but also by the new patriotism and nationalism

myth as well as music appears @n Sibelius' Kuffervo syrophony, and Kodily's

Hiry Jimos soite. It was also the age of primitivism, where works wers

1 I 1] o e ——

specifically composed as if they were "a réconstruction o
geographically romote culture.” {Tarami 1979: 63.} Stravinsky's fe Sacre du

primtemps and Barték's The Miraculous Mmudarin are both representative of

- L

ur i . s Posmnne hoabs H
this school, with the former b rticularly

depiction of an ancient pagan ceremony. However, primitivism was limited m
its scope, md scon gave way to the gentler end more hyrical neo~¢lassical
foovement of the 19203, Dnce again Stravinsky can b taken as a represcutative
of thiz moverent with his opera-drama Gedipus Rex of 1928, alluded to earlier.

The librettist Jean Cocteau [1580-1963) arigmally wished to creale sn ironic

atmosphere through the separation of the original myth from g modem

conitext, yet Stravinaky

Oedipus tragedy. The composer even weat 5o far a2 baving the Gnal libwetto



musical startivg point the incantatory elements of this 'petrified’ lmgusge”

(Tarasti; 200). Cocteau still managed to inject some irony mto the collaboration

The latter haif of the twenhieth cen

L iamal

as geen the concept of myth become

less important i art. With the dissohation of tonality, the redefining of harmony

and rhythm, and the re-evahiation of the very notion of music irself, mythology

umd a permanent place in the reconstructed aesthetics of composition.

Iias not

It is largely due tp ome of the great masters of contemporary music, Olivier
Mesgiaen { 1908-1992), that myth th music hos survived at all, The Turargaliiz
symphemy of 1648 is a major mythological composition which biends the
figurcs of Tristan and Yseult with Eastern philosophy, and that of Otpheus with

archerypai imagery. Aiid i i5 this §

Found its place i the werks of (h¢ Swrrealist movement, which tends towands
the concept of a Dionysian expericace according to Nietzsche. The minmialist
composer Philip Glass {*1937) in his operatic trilogy Eirsfeln on the Beach,
Satvagraha and dkhnaren relates scenes and images through the prmeiples of

fres zssociation rather than any form of logic. As a result the unconscious is

stimulated to telate to the archetypes inherent i the score. Yet according to

Donington "these Fragments i archetypal imagery are not tnough to fuse inta a
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comiron relevance, as Blake was able to fuse mythological inmages of his own

invention into a public commusnicytion™ (224}

importagt as & cohcrete element, and has largely been replaced by a more

abstract Form of imagery. Although the theories and music of the late Romantic

rcised & buge influcnce on future gencrations, and still pcoupy positions

1A 8X

of importance in modem culture, fow attempts were madc o continue m the

Samnsp‘n*it.Ithnsyettuhas:mwhmherurnutm“nﬂagthusemTtﬁ
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CHAPTER 2

INTRODUCTION II:

THE CONCEFT OF MYTH

The major problem facing sy study ¢oncerning myth is the bewildering variety

of applications of the term. Myth' is an ili-defmed and frequently misused

category, and any defmitions

comtext it 15 required. The term is uscd in conjunciion with studics b, inrer ali,

anthropology, rteligion, literature and sexualicy, and ¢ach makcs use of a

o B e sl adbhar hand HE et O
i u L LT

diITﬂIa‘t df: ot Om the othe gru-_fﬂ E‘ﬁ"l‘lllfi_nll_g [Q.Rlﬂt iL

aversimplified statements which cannat really be properly applisd 1o any
discipline. Tt is important to note that although mryth is studied as o separate

FTR T S wthnoranhv it is rare to find this in isolation. The most

discipline known as mythegraphy, 19 rare

=]

important specialists in the study of myth in the twemticth century are all
connected to specific fields of interest: Claude Lévi-Strauss 1o anthropolegy,
Northrop Frys to literature, Gerald Kirk to classical eivilisations. In additiom te
this plethora of uses, the word ‘oryth' has becoms one of the most misusad

‘cant’ words of aur gme, Thus (e myth of the male hero as espoused by

Hemingway, the Oedipus myth of Freud and the collective unconscious of

but do not help in pinpointing the psture of - It must be emphagsed from the
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at the term ‘myth’' is 2 highly ambigunus ons whoch ¢annot be exclusove

g
&
E

ill he familj e mojonly of peo

the one supplied by the Collms English DNctionary: “"Myth: a story shout
superhuman bemps of an earlier age taken by preliterate society to be a e
account, usgally of how natural phenomena, so¢ial customs etc. came into

cxistence.” {1989 1018,) This definition is supporied by the view that myth is

"IarTAtive gad irTa

telling of prigine and destimies, the explapation a society offers its young of

why (he world is and why we do 23 we do, its pedagogic images of the nature

I_].ﬁlljl dﬁL.L..}f _flTlﬂ_ﬁ-“ {nI_L.I.
restricts i to a form of fifzcious Ristory, 4 false {and often sscred} story or
fairy-tale, The word as we know it today ouly campe mto betg n the ainetesnth

ArbipEr AT i ﬂaﬂﬂrﬂl‘lnﬂ o
EEliFl y, Ll Ly Ukdwwhiasisl o

the sense of narrating o tale or story, The Greeks, when using the term, did pot
ntend to “jmply anything m particolar about the accuracy or falsehoods of
theso 1ales, gome of which were regarded as contaming important elements of
truth at lesst until the tme of Plae." (Kirk 1574 22.) This literal attitude

towards myih was ¢ommon in the ancient world, and it was only with the

advent of the philesophy of Plate that the tales were used as a form of

cave m The Republic, I which a mythical situation is nsed as an analagy to the
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main stream of thought in the text. With the development of Christignity, myth

became a sacred matter, and much has besn made of the similarines hetween

(be 'sood shepherd' image of both Orpheus and Jesus Christ, with early

Christiat art somctimes deliberately mixing the two myths, sicred and pagan,

into an uneasy alliance, Despite being steeped in a Christiam frame of refercice,
by the time of the Remaissance the perception of mythology had ahered
radically. [nstead of bemg fallacious history, the sudy of myths had resuzhied i

a quest for an allegory of tuth, a motaphysical riddle which actually denied any

literal mferpretation. Becms

form in which they had survived Christian domivance, they had instead to be

tepresentative of cne human wyuth' or another. Tn such o way, mythology

became raiionalised to a grester extent, and with increasing complexity: "less

and less felr, but more and mors ntellectualised” {Righter: B). Medem thought
has further abstracted the cencept. Rather than seeking for literal truth or

allegorical inierpretation, the twenticth century has posed the guestion "what

place does the phenomenan of myth occupy amoag the languages of mapkind?™
(Righter: 9.) The leader i the field of phiiosophicel thought aboui myth has
hesn Ernst Cagsirer, whose Philosoply of Symbolic Forns of 1955 explored

the stats of pyth a5 an imaginative language in s owe right, "an autonemous

form of the humen spirit, with its own Structuse, fimetion, expression, [with] a

unity of feeliag® (67). Myth today bas become 4 search for society's essence

and the foundations of its behaviour and enltural context.
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Another modern outlook on myth, and one that is far more controversial than

anything previously propused, is that of the "collective unconscious". This

term, coined by Carl Jung {1B75-1%61) to define somc of his theories of

_ psychoanalysis, refers to patterns and structures which are inherited by the

nurman subconscious, arranged inte archetypes and subsequently able to be
observed by their effects on drcams, behaviour and personality. Jung's studies
of myth a5 the primary occupant of the unconscious resulted in a whole new

field of mythical thought. His own defmition of the phenomencn is "2 collectve

and age, birth md death, ind from hoving at his command o buman experience

of pne or fwo million years, aimost immortal.” (Elmann 1963 215.) This

c eI t‘flﬁ LETii Lﬁﬁﬁﬂn u.-:w%. o ma! -I,:!f 1I.:1'_|u_gti\-_'gli mg! i_i_' '[LS tLElJI_\_" tllﬂ-t ar'

men and women hove s simitar if not identical gsubconsciousness amd are
(herafore 'collectively' part of one nnit of humanity. This theory is also

prominest in the promo ion of the unitary namre of myth, as well a= its

relevance across all cultural groups and classes. This respanse to myth 15 drawa
m part from the psychoanalytic work of Jung's colicague Sigmund Freud
(1856-1939) who alzo propos=d the importance of symbols drawn from a

mythical past and whose own case-studies often make use of mythical

archetypes to confirm his theories. The archetype, another Junpian concept, hes

beoome one of the most mportant catchwords of mythography, spreading out

iplmes. An

archetype may be defimed in paychological terms as an “umconscions context



i"f‘ll 1nr 'Fr\ﬂﬂ'l Ttho H'u“l\r;-rlnﬂ. Crmori dkacs T diinh T o hornddn #0 —_
SoarEiiiig  LaResiE - FLUALOVILF M LLSS Al AL I Oy LS P-:;u_

{Ellman. 654.) In more mythical terms, an archetype is 2 constantly recurring

symbal or metit that {5 common to all myths o 1sfes of a partiaufar (ype and

that gives that type the characteristics to be as it is, As a result, the archetype
has in jtself become a major Eeld of study, and is important in any mvestigation

mte the propetties of myth,

wnlidde: e oo oo . .
'I-'n.l.l.l.l-l-l,.J.' L & FAALA T B Tl Y Ruinaiae sy Eiasws

the unconscioys, By drawing on lingmistic models, he attempts not caly te
understand iribai society, bt glso to reveal certain charactanistics of the buman
mind  Lé&vi-Strausd ultimate comrem js with the "upconscious patare of
collective phehomenn” (Leach 1970: 23), which was proposed in his ploneering

work Struchirgl Anthrepology of 1963, By this, he is asgecung that priccinles

of thoyght formation are mmiversally valid If this i5 in fict 50, then modern as

difference being that the cultural and educational upbringing of the atomic and



