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Some Reflections on Musical Theatre

G. Aperghis

After various adventures, successful or not, during which it seemed to be
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woday seems at last to be able to circumscribe i itself.
Thrmhubamalmdnfmmagmmwmch recently has been
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certs” "hmmwal*mh:‘nudhlwlﬂ'uﬂhe no doubt for convenience, but
mﬁlmdswamﬂuﬂmwhd&ﬁumtgememuﬂwtﬂdnwlmt
mnmuﬂmsdmmﬂmmbhmbmmﬂwthe failed to take
sccount of the troubles of the new form.
Besides, a form which is ﬂp.ublt of accommodating “musical production”

muude of is in
ﬂ:ﬂmafjﬂ dramaturgy is fixed in the libretto, whose text conveys the
hmhcﬂhﬂhm‘ﬁ.

Each aspect (design, production, choreography) converges in order to illustrate
the potential of these “musical-theatrical” situations conveying the meaning in the
basic text.

However, in recent decades we have seen the break-up of narrative, with a
multiplicity of signals being sent to the audience /spectators and with the regular

ting of different, inter-weaving stories.

This need to “tell in a different way™ has led to the gradual evolution of the
various forms of musical production, which have been greatly enriched by non-
European influences.

The components of musical entertainment (painting, light, costume etc.) have
adually become dissociated and are now in the process of rediscovering their
mtonomy within a wider, differently structured context.

ﬂmmpﬁufmmmﬂn[mmxm,ﬂnﬂe&}mbﬂnmi liberated,
nexpressive and narrative ways, in addition to skil
Viscal ression is now extremely diversified and is no In::-ngt.r the exclusive
reserve of si
hﬂmmuiiﬂﬂmdm pulverising we encounter a potential polyphony,
isting of many micro-languages, capable of creating a physical or emotive
rﬁulungmnulmtcun&unlahumbchvﬂ:n the meaning of an image or a

and a significance which is pu:mljrhrmil
shiould this be stroctursd ?

my opinion, we don’t need to know immediately. We must accept
, risks, the uncertainties of arranging mrﬂil_hn-nwlmlgﬂ.mxti..
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As if living organisms were involved, we must observe them, 5 rt them ang
also protect them. Because if their internal respiration is impeded either by an
unfortunate prooedmity or by formal ing, they will be in danger.

The first necessity seems to me to be the elucidation of those rules which facilitate
a social relationship between objects and concepts however contradictory.

To create to some degree the “phrasing” of musical theatre.

Then comes the most aﬁe-:l:infmmmumuﬂ. when an anecdote, a fragment of
recitative, flows into an arbitrary

If this works, these two elemenis cancel each other out and in tum produce a third
element, vital and unexpected.

Itisuseless to point out that these organisms, either juxtaposed or superimposed,
do not abide in a linear narrative.

They are the iches of a pol ic story.

Therefore no rather a .

The Score arranges everything. It directs the principal and secondary events
(their intensity and development), texts which are abstract or have some meaning,
ighting and

The arranges not only the “sound” but also each of the production
components including comportment, narrative, objects etc. Thus it ensures drama
in something which is unutterable.

For mie, therefore, musical theatre is equivalent to the occupation of the theatrical
temple by the abstract power of musical organisation, and not the reverse.




