Jacoby 1


Yale University

JOURNEYING INTO THE CAVE WITHIN: 

An Excavation of the “Cave of the Unconscious” as a Metaphoric Field and How it Functions in Floyd Collins, a Musical by Adam Guettel and Tina Landau.

Miles Hutton Jacoby

Daniel Egan and Toni Dorfman

THST 491

25 April 2011


“Some people go place to place;

Some people go underground;

Some gotta go crazy like;

I jes journey in,

An’ that is where I’ve been.”






—Nellie Collins, Floyd Collins, Adam Guettel

· “Je suis l’espace où je suis”
· (I am the space where I am)

· 
—Noel Arnaud

“The cave is a theater”


—Susan Sontag

Journeying into the Cave Within


During the winter of 1925, a crevice in the Kentuckian earth clamped down on the foot of a lonely and only mildly successful caver of thirty-eight, holding him helplessly there for the next seventeen days until his ultimately painful and untimely death. “This pitting of the puny strength of man against the mighty forces of nature”
 captured the imagination of America as hundreds if not thousands flocked to his aid. In fact, his two-week fight for survival “concentrated in one agonizing individual case the experience of the human race in its struggle for existence.”
 Buried alive in the earth’s bowels alongside his stillborn dreams of glory, Floyd Collins thus bore his way into the dark recesses of the national psyche. His plight forced people to crawl inside their own minds, to name their deepest desires and to confront their most cavernous fears.  Continuing for the next seventy years, Floyd endured the mythologizing effect of time, frequently resurfacing in prose, song, poetry, and film as an emblem for the interior struggle of man and the ultimate frailty of the human condition. Then in 1994, Adam Guettel and Tina Landau became the first to resurrect him onto the stage in their Off-Broadway musical Floyd Collins. By conflating the subterranean caverns of Floyd’s grotto with the architecture of the theater, Guettel and Landau heightened the cave’s potential for symbolizing the unconscious psychology that Floyd, the actor playing Floyd, and the audience who witnesses his story must enter. Sand Cave became the cave within us all, embodying, as Carl Jung would describe, “the darkness of the psyche”
 lying just behind our consciousness.
 


In mapping the metaphorical cave of the unconscious onto the literal cave in Floyd Collins, my excavation has three goals: First and foremost, I seek to explore how this psychological space functions within the piece Guettel and Landau wrote and how the cave as a metaphor for the unconscious can help illuminate the journey of their fictionalized protagonist.*  Second, I want to explore the unearthing process that I took in creating the role of Floyd Collins at Yale University and how the actor, in a more generalized way, engages with his own “cave within” while constructing a character. And finally, I want to examine how the theater itself can function as a psychological cave for society and how the treatment of the theatrical space in our production of Floyd Collins enhanced this communal engagement.

PART ONE: The Symbol


Before applying this reading to Floyd Collins, I first need to establish how the cave can function as a metaphor for the unconscious by analyzing the implications of its architecture, historical significance, mythological symbolism, and eventually, its presence in the psychological lexicon of Carl Jung. To begin with, as a physical entity, the cave’s two main features are its absence of light and its sense of enclosure. “Darkness reigns in the cave,”
 Kuryluck explains, forcing the inhabitants to rely on their other senses to explore their surroundings. It robs one’s eyesight and “reduces humans to the blind existence of moles.”
 This occluded gaze turns the mind inward, forcing its attention to be placed on the inner workings of one’s self and not on exterior stimuli. As author Thérèse Brosse argues, forests, like caves, “are veritable psychological transcendents” because their “space…is veiled for our eyes, but transparent to action.”
 Similarly, the cave physiologically wakes the unconscious, forcing introversion. The earth that creates this darkness also protects the cave’s inhabitant from the outside world. As French philosopher Gaston Bachelard explains in The Poetics of Space, this sense of protection fosters the act of dreaming. Although his main concern is the space of the home, Bachelard still articulates how this type of shelter gives the human being access to the more irrational depths of the mind: “…the house shelters day-dreaming, the house protects the dreamer, the house allows one to dream in peace.”
 In other words, the cave in its analogous relationship with the shelter of the home, gives the dreamer space and time to engage in fantasy. Furthermore, Bachelard explores how being surrounded by the earth’s “subterranean forces” fosters a “harmony with the irrationality of the depths;” for “[w]hen it comes to excavated ground,” he claims, “dreams have no limit.”
  The dreamer knows that behind the walls of his enclosure resides the entire earth. From this mass he can access the seeds of antiquity and the power of nature. With both of these components, “The dark grotto seems to sleep or to vegetate in semi-consciousness or without consciousness.”
 As a literal entity, therefore, the cave turns the mind inward and provides an environment to explore the irrational; it houses, fosters, and protects the unconscious mind.


This connection with the earth and its ability to foster meditation has made the cave a locus of spiritual activity in many different cultures throughout history.  For example, during the Cro-Magnum period, caves were thought of as “a membrane between their world and the spirit world.”
 The walls of the cave were used to converse with the gods through the intricate designs of cave paintings. The symbols and artwork that cover these walls even indicate to many historians a newfound consciousness in the mind of mankind.  More broadly, many pre-Christian religions exalted the cave in their practices and beliefs as a spiritual realm. For example, Cambodian cultures thought of the cave as a site of healing, and the Aztecs believed that the birth of the human race took place in the earth goddess Citlalinicue’s womb, represented as a cave in the earth’s crust.
 Furthermore, shamanic rituals took place “often in the darkest, most silent depth of a cave, creating imagistic conditions for death and rebirth.”
 These rituals were meant to expose and harness the mystical energy that abounded in the cave.  As Kuryluck explains in her work Salome and Judas in the Cave of Sex, “The ancients obviously believed that in the solitude of a subterranean location and in the presence of already created works of art, thoughts could be recollected and transformed into poetical images; visions could be born.”
 In other words, cultures actually used these caves to access their unconscious desires and dreams through a connection with the gods. Caves were spaces of creation, imagination, spirituality, and mysticism. 


Logically, the cave’s fertility as a site for transcendence infiltrated the stories and myths that were told in these cultures, casting it as a symbol for birth, death, sanctuary, and captivity. In her book on the evolution of the cave as a symbolic image, Florence Weinberg asserts that the “metaphoric complex surrounding sacred caves” falls into such varying categories as “nurturing caves in which gods were born or brought-up, educational and healing caves, oracular caves as an important sub-category of educational caves, and Mithras’ world-cave with its many aspects and implications.”
 And although these specific categories do not directly relate to this investigation, her in-depth look at the cave as a ubiquitous mythological element proves the prevalence of this powerful image in the telling of stories. For example, in Greek mythology, “caves were the birthing place to gods such as Zeus, Hermes, Dionysus, and Apollo, and home to the wounded healer, Chiron, and the Dark Moon goddess, Hecate, who presided over the crossroads of transition and liminality.”
As seen here, the cave as a symbolic womb, in particular, continually resurfaces in these stories. Whether in relation to the resurrection of Jesus, the Aztec’s ancestral womb “Chicomoztoc,”
 or Calypso’s beckoning Odysseus into her navel-esque grotto,
 the cave/womb dominates mythology. In fact, in Old English, the word for “womb,” wambe, echoed the word wamba, meaning “cave,”
 an indication for how intensely the culture linked these two images. But most importantly, the continual recurrence of the cave as a mythological symbol, and more specifically as a symbol for the womb, uncovers how these stories conceived of the cave as a psychological space. Jacqueline Feather aptly explains this connection in a passage that will heavily resonate with Floyd’s cave later in this discussion: 

As a feminine image, the cave is associated with the womb, belly, sex, and earth; yet, as container, it is not passive, but active in its receptivity. A symbol of containing and protection, it also represents that which takes back, thereby including the tomb image in its archetypal field. The dark side of the archetype is the terror of the devouring darkness, dissolution, and death before rebirth, all images associated with the dark Feminine.

Within these stories, the cave, therefore, resembles the darker, primal, more instinctive part of the human being and often houses forces of life and death in its dank passageways. This pervasive image thus functions as the psychological and mystical realm from which the heroes of mythic stories emerge and descend.


And now, with the spatial, historical, and mythological significance of the cave in mind, we can turn to the cave as a psychological entity, entering, as Jung would describe, “the cave of the unconscious.”
  The cave of the mind draws from the rich history of symbolic metaphors so far described and applies them to the depth psychology of Carl Jung and Sigmund Freud. As Feather, now a Jungian psychologist herself, explains, “To go into the cave, psychologically, is to consciously enter the ultimate dark out of which imagination emerges, clothed in images that seek narrative through language and thought.”
 It is this process that ultimately concerns Floyd Collins, the actor, and the audience. In other words, the physical, historic, and mythic emblem of the cave illuminates our understanding of our own minds. It presents a material image for an otherwise ambiguous and amorphous aspect of the human brain. Jung did this quite concretely by conceiving of the soul as a feminine entity, tracing it to Apuleius’s tale of Amor and Psyche: “man’s female soul (anima)…can be visualized [as] a lovely girl kept by the god of love in a splendid subterranean chamber.”
 This deep link between the mythical and the psychological lends probing access to the evasive back rooms of the mind by making tangible the seemingly unknowable. It allows the unconscious to be named and pointed to as a physical and mythical entity: the cave. Furthermore, Jungian philosophy views the cave not only in mythical terms, but also as a space of transformation where stories are created and the soul transcends:

· Anyone who gets into that cave, that is to say into the cave which everyone has in himself, or into the darkness that lies behind consciousness, will find himself involved in an—at first—unconscious process of transformation. By penetrating into the unconscious he makes a connection with his unconscious contents. This may result in a momentous change of personality in the positive or negative sense.

Like the caves of mythology, the cave of the mind is a space of birth and death, education and holiness.  This conception of the psyche creates a space that can be journeyed into. For by “entering the inner cave” one can “rediscover the many faces of [himself], both historical and imaginal.”
 The cave of the mind becomes a “psychological mechanism of introversion” that pushes the “conscious mind into the deeper layers of the unconscious psyche.”
 It is the metaphoric journey into the depths of this psychological cave, with all of its mythical and historical associations, that I will now map onto the literal journey of Floyd Collins in Guettel and Landau’s musical treatment of his exploration, entrapment, and failed rescue.
PART TWO: The Cave


Turning to the piece of theater at hand, we can begin to examine how the cave Floyd Collins discovers in Guettel and Landau’s musical echoes the preceding study on the “cave of the unconscious.” The mysticism, symbolism, sexual energy, and historicism captured in Guettel’s lyrics during the end of “The Call” and in “It Moves” exemplify how the unconscious resonates in Sand Cave. More specifically, this space encapsulates such symbols as the unhallowed temple, the womb, the labyrinth, and the book of history, all key indicators of its connection to the unconscious. When Floyd first sees the “endless dark space” of the cavern, all he can say is “Holy…” 
 Partially a literal exclamation of awe, his word choice also immediately identifies the cave as spiritual, a place of prayer and purity, a temple. In fact, his first claim on actually entering the cavern is that, “There ain’t never been another man in here.”
 He revels in the cave’s virginity, likening it to the type of sacred and undefiled spaces as Diana’s grotto: “the temple cave…[that] cannot be violated by unhallowed penetration.”
 This religiosity speaks to the irrationality of the space as well, exhibiting the deep emotional attachment that Floyd has with the cave itself: “For Floyd, caving was like a religion. It spoke to his soul and provided him contact with the mystery of the unknown which he evidently needed.”
 Upon its discovery, Floyd therefore names the cave for what it is and immediately accesses the irrational part of himself that yearns for the mysteries of the world. He senses that “God showed her to [him] first” and that he possesses the divine right to probe her depths, to bask in the temple of the earth that spiritually mirrors the temple in his mind. By encountering this grotto, Floyd taps into his own spiritual, mystical, and religious self.


As Floyd’s inner tempo slows, and he begins to connect more fully with his surroundings, Guettel pushes us into a musical landscape that connotes his wonder. After a simple “ah,”
 Floyd sits in meditation, describing his majestic surroundings with lyrics transcribed directly, in fact, from notes that Guettel took while sitting in Crystal Cave, the real Floyd Collins’s first subterranean discovery.
 In this most intimate and tender of songs, the nature of the cave’s relationship to the unconscious unfolds more fully. One of the first aspects Floyd notices about the cave is its indefinability. The cave seems to elude his gaze, “[c]urvin' back and around…when you try to see it all.”
 There is something unknowable about the space. Furthermore, it presents an optical illusion to the viewer: “When you think it’s gettin’ closer, it’s gettin’ further away.”
  This disorienting illusivity likens the cave to a kind of labyrinth in which one could get lost in its confusing patterns. The labyrinth, furthermore, is an archetypal depiction of the unconscious. With its main association with Knossos and the Minotaur, the labyrinth came to stand for the dark and twisting passages of the mind that imprison our deepest and darkest fears: “In Platonic terms, the Minotaur represents the dark power of the lowest soul, a mindless appetite…The labyrinth therefore also stands for the locus of the lowest soul…the portion of the body below the waist, the ‘gut.’”
 This visceral, messy, sloppy part of the human psyche is thus embodied in the shifting walls of the cavern and the maze-like quality they invoke. As a labyrinth, the cave has the potential to reveal the secrets of the mind as well as imprison any who get lost in its twists and turns.


The other central image that Floyd’s description picks up on is the womb. In a metaphoric sense, Floyd endows the cave with human identity and power by referring to it as a “she,” echoing Jung’s conception of the female soul. The cave, therefore, becomes a maternal space of creative powers. Furthermore, he highlights the humanizing effect of the cave’s organic movement: “It moves when you try to take it all in.”
  In other words, the coy feminine cave evades his grasp. Like the cave of the unconscious, its mystery is evasive and is bound to the cyclical processes of existence. “Grinding down deeper underneath,”
 the cave connects to a primality grounded in the fertility of life deep in the loins of the earth. This thriving, pulsating room shimmers with the organic energy of creation like the organ held in the depths of a woman.


However, Floyd’s language, as well as the penetrative act of caving itself, also implies a more literally biological and sexual embodiment of the womb. As we have already established the historic significance of the cave’s resemblance to the womb, it should be no surprise that “secret rituals…celebrated in the subterranean moisture of a cave have always been suspected of involving some excessive, unclean, and forbidden form of sexuality.”
 With respect to Floyd’s own repressed sexuality, therefore, caving takes on a psychosexual slant: 

Freudians would certainly find deep meaning in the slippery wet passageways down which Floyd loved to crawl and twist. Such places can be symbolic of vaginal vaults. Squeezes, in turn, are restrictive orifices which, upon opening into larger rooms, act like the mouth of a womb.
 

Already endowed with the feminine quality of creative power, the cave takes on this sexual connotation when Floyd sings, “Looks wet, every wall looks wet, meltin’ with a snow made a’ cream.”
 Such sexually charged words as “wet” and “cream” heighten the womb imagery already inherent in the caving process. Beyond its being a primal entity, the womb connects the mind back to its pre-rational origins. For example, one of the fantasies that Freud identified during puberty was the “fanatas[y] of being in the womb” as a way of returning to the comforting chambers of the mother.
 Furthermore, the desire intensifies when, in Floyd’s case, the mother has recently passed away. This fantasy is therefore quite present in Floyd’s enjoyment and description of the cave. He has “found a subconscious comfort and security in the uterinelike chambers,” and therefore gets lost in its majesty and security, “subliminally [fighting] against the moment when he ha[s] to begin his return journey (be ‘reborn’) into the real world.”
 “It Moves” captures this moment perfectly. Floyd hides in the moist, protective cocoon of the earth’s crust, “sidling between the thighs of limestone / groping her wet flanks,”
 connecting with his mother and hiding from the harsh, male-dominated world above. The cave’s uterine walls fulfill his unconscious desires.


And finally, Floyd’s cave also encapsulates a space of history. Beneath the earth, time is suspended as the cave remembers what “folks forgit;” it “soaks it up and collects it here.”
 As Jung argues, the unconscious can equally be thought of as a “mighty deposit of ancestral experience accumulated over millions of years, the echo of prehistoric happenings.”
 The brain collects all that has come before it to create a “timeless and eternal world-image”
 that subconsciously guides our seemingly unique desires. Like the unconscious, the cave has hidden in its walls “[a]ll the colors of the world,”
 and its ancient memory stretches back to “when there was dinosaurs an’ when there was Adam and Eve.”
 Its caverns have been carved by the “condensation of the average run of historical experience”
 to create, as Floyd describes it, a type of “stone history book.”
 This “historical layering”
 has literally created the walls of this cavern, as well as the subconscious memory of time itself. It is upon these walls that Floyd scrawls his name, hoping to one day be remembered for his adventures. Little does he know that his story will, in fact, be embedded into the historical subconscious of the entire human race.

PART THREE: The Journey


Conceiving of the cavern Floyd discovers within Sand Cave as a physical representation of his own unconscious provides a metaphoric lens into our understanding of his trajectory as a soul alone slowly turning inward into himself throughout the course of the musical. It also helps unlock some of the more troubling moments and relationships within the work. But to begin with, if the cave itself embodies Floyd’s unconscious and unlocks his unconscious desires, then his journey into this irrational space enacts the peeling back of the layers of his conscious mind. With our pre-established mythical, historical, and psychological understanding of the “cave within,” we can unlock the driving modes that pull Floyd into the earth, his sanctuary and his tomb. It is important to note that he explores the cave primarily with the use of his own voice through echoes. In this way, the cave calls to him, “Callin’ ‘Come on, boy! You kin do it now.’”
 Like the beckoning voice of enchantresses like Calypso or Circe, the echo draws Floyd into the “open door”
 of the cave with promises of glory. Yet the voice calling him is in fact his own. This dialogue, therefore, is not only one with the cave or the earth but also with his own soul: “The murmuring of the water in the depth of the earth was likened to the distant voices of the Muses—and to the flow of thoughts in one’s own soul.”
 The reciprocity that the echo captures again classifies Floyd’s journey as interior as well as physical: “It is the dynamism of the sonorous life itself which by engulfing and appropriating everything it finds in its path, fills the slice of space, or better, the slice of the world that it assigns itself by its movement, making it reverberate, breathing into it its own life.”
 Floyd claims the space with his voice until he and the cave are one and the call begins to originate from himself: “I’m a-callin’; I’m a-callin’.”
 Our understanding of Floyd’s journey into the unconscious thus opens the echo from just being a practical or musical element of the piece into a symbolic and psychological one as well.


After hearing the echo call him into the cave, Floyd enters and immediately begins to role-play, imagining what it will be like when “From all ‘cross Kentucky, they’ll come and see what I found.”
 In a very theatrical way, Floyd engages with an imaginary world of wish fulfillment. Like Bachelard established, the cave protects him and gives him the enclosure and darkness he needs to dream: “You can have what you dream on.”
 And with his dreams, we witness how powerfully he desires the glory he believes is waiting for him; for glory below would be the ultimate escape from the dull and lonely life he lives above ground. It is this fantasy that he physicalizes within the protection of the cave, conversing with his imaginary guests: “Welcome to Floyd Collins’ Sand Cave! Naw…Welcome to Floyd Collins Great Sand Cave!”
  In Freud’s research, “…fantasies increasingly appeared to express a tendency to wish-fulfillment. In each case, they revealed a process which veiled reality and substituted for the absence of satisfying experiences.”
 This act of role-playing, therefore, is deeply rooted in Floyd’s secret desires: “The motive forces of phantasies [sic] are unsatisfied wishes, and every single phantasy [sic] is the fulfillment of a wish, a correction of unsatisfying reality…They are either ambitious wishes, which serve to elevate the subject’s personality; or they are erotic ones.”
 So, if the more intimate layers of Floyd’s desires, existing within the cavern below, are in fact sexual, it makes sense that the more accessible wishes of his unconscious are wrapped up in ambition and self-worth. The song, therefore, becomes an introduction not only to the world of caving, but also to the deeply personal psychology of Floyd himself.  He “cherishes his phantasies [sic] as his most intimate possessions”
 and exuberantly enjoys their release: “My kingdom is open; come one an’ all my traveling friends.”
 What can easily be misconstrued as a simple “I want” song is clearly an immensely intimate unearthing of Floyd’s most personal desires.


In this same vein, three entire verses within this song about caving are in fact devoted to Floyd’s father. Although we never see Floyd and Lee interact until the end of the show, it is important to note that historically “Floyd and his father were not close.” 
 Predominately, this was due to the fact that Lee was in many ways a gruff man: “Referred to by his neighbors as Old Man Lee to distinguish him from his sons, the sixty-five-year-old Collins could be a formidable figure.”
 But beyond being the domineering patriarch, he also got in many disagreements with Floyd because “he never considered caving to be a worthwhile occupation,”
 a philosophy captured in the musical by the song “Where a Man Belongs.” Jung helps illuminate the effect that such a strong patriarchal presence would have had on Floyd: 

The parental influence…sinks into the unconscious, but is not eliminated; by invisible threads it directs the apparently individual workings of the maturing mind. Like everything that has fallen into the unconscious, the infantile situation still sends up dim, premonitory feelings, feelings of being secretly guided by the other worldly influences.

So as Floyd progresses further into the cave of his own mind, he uncovers a deeper motivation for his journey: to prove to his father that he “ain’t no crazy cavin’ fool.”
 In other words, he wants to find glory so that his father will be proud of him. Floyd even directly addresses his father and tries to tell him that he will “do [him] right, an’ by the time I get home tonight all our money worries will be gone; we will be dreamin’ on.”
 So as much as he differs from and disagrees with his father, Floyd still hopes that when people talk about him, they will say, “He takes after his Pa.”
 Freud in fact directly explains this tension between trying to distinguish oneself from his father while also wanting to be just like him: “Neurotic conflict resulted only too readily from the clash between the ‘infantile constellation’ (the persistent effect of the father-imago) and the ‘urge towards individualization’ (self-realization).”
 Floyd may try to escape his father’s influence, but the further he digs into his own mind, the more fully he reveals how deeply his father is enmeshed with his identity. His unconscious reveals to him how desperately he craves his father’s approval, a fantasy he will eventually act out in “The Dream.” This adventure into the cave of the unknown is not only a journey of individualization, but also an uncovering of the deep care Floyd has for his family and the profound effect they have had on his person.


Before moving on from “The Call” as a journey into Floyd’s “cave within,” I want to go back and connect the symbolic image of the labyrinth to Floyd’s specific reference to the cave as a “giant jaw.”
 One of the elements of both the cave and the unconscious that I have not discussed yet is its inherent danger. Like the labyrinth of the Minotaur, “The monster’s lair is always a death-trap, a heart of darkness that exudes overwhelming horror, although the victim may be unaware of the doom that awaits him until, like the fly, he walks into the spider’s ‘parlor.’”
 Similarly, “The ambiguity of the cave arises from the fact that it offers protection but imprisons as well, that it rapidly turns from shelter to a trap.”
 So in knowing that Floyd will soon be caught “in a coffinlike straitjacket…Entirely surrounded by rock and earth,”
 the image of the jaw becomes sinister. Instead of describing the cave as a warm mouth-like orifice, Floyd accentuates the cold bone that has the potential to clamp down and crush him at any second. This vice-grip exposes the unconscious as a dangerous space of surprising snares. The mind has a wealth of secrets hidden within its twists and turns, and like Pandora’s box, once they are unearthed they cannot be put back. “No more than a bone,”
 the cave is an emblem of cold death as well as birth. Like the womb before, “it also represents that which takes back, thereby including the tomb image in its archetypal field.”
 The jaw and its “devouring darkness”
 may be calling to Floyd, but the fate it has in store for him he unfortunately does not yet perceive.

PART FOUR: The Music


Having excavated the layers of Floyd’s unconscious as exemplified by his journey into Sand Cave, I want to revisit the echo and use it as an entrance point into how the music functions in this piece. As I claimed before, Floyd’s reciprocated call and response with himself reveals that his journey is both physical and psychological. But it also forces us to question how sound functions within the cave of the unconscious and therefore why this story yearns to be set to music. First of all, this desire to score Floyd’s story is not a new one. In fact, all the way back in the spring of 1925, only a few months after Floyd’s passing, a hit phonograph record called “The Death of Floyd Collins” by Vernon Dalhart sold over three million copies nationwide, poignantly capturing the tragic story in its blue grass sound.
 Mary Priestley’s Essays on Analytic Music Therapy explains the evocativeness of such music and why it is so often sought out to express the most difficult and heightened of emotions: “Music is the language of feelings, no doubt because it is rooted biologically in communication through sounds, the communication of the baby’s needs to the mother.”
 In other words, music captures a pre-rational level of communication that expresses our most basic and instinctive desires. “Music can express any emotion, conscious or unconscious”
 because it accesses the subterranean caverns of our own minds. Most often, music does this by subconsciously teasing out a memory or a thought that has long been forgotten, bringing with it a host of emotions and sensations; for as Freud believed, “music opens a door to excitations accompanied by a number of different recollections,”
 unlocking and exposing one’s bank of memories. Bob Snyder studies this exact phenomenon in his book on Music and Memory:

· …a function of musical sound is to influence the state of mind…to get us to think and feel some things rather than others…What music ultimately does, then, is to provide a sensory experience that activates combinations of elements in memory…From this point of view, the musical sound is a sequence of memory cues.

This same principle can be applied to the music of Floyd Collins as it captures Floyd’s psychology and weaves it into the aural landscape of the piece. For as Richard Wagner similarly explored in his Ring Cycle, Guettel’s music “exemplifies a characteristic link between neo-mythologism and Jungian archetypes rooted in myths and, thus, in the collective unconscious.”
 It is the music’s deep connection, therefore, to the psychological terrain of Floyd’s mind that makes it vital to the telling of this mythic tale. The echo is not just a gateway into the psychological, but also a symbol for the pure expression of emotion through song. Guettel’s music supports the characters of this piece as they express their most intimate desires. And in the case of Floyd, the music surrounds him as he taps into his inner cave, his improvised yodels echoing around the cavernous walls of the theater. 


The beginning of “Through The Mountain” presents a perfect example of how Guettel’s music grants us access into the unconscious of his and Landau’s characters. After the cave-in, Skeets tells Nellie that she can’t go under to Floyd because “It’s too dangerous.”
 As she protests, a melancholy legato piano accompanies her, its upward motion mirroring the waves of her longing.
  But when it becomes clear to her that Miller won’t budge, she cuts him off mid-sentence with a recitative “[b]ut why can all a’ you go?” as the violin enters to double her melody.
 This drastic shift in tone matches the emotional outburst of the lyric and the frustration Nellie feels at her impotence: “’Tain’t fair that all a’ you go. You men, goin’ under, always scootin’ ‘round an’ a-runnin’ things.”
 Furthermore, the music helps paint her imagery by using a running and erratic melisma on words such as “fire” and “air.”
 This musical device allows the images to be felt and expressed more fully. The intimate connection between Nellie’s words and the music deviates, however, as her emotions become more extreme. At measure nine, the tempo accelerates dramatically and the accompaniment becomes increasingly more staccato and syncopated until finally Nellie sings one of the highest notes that she sings in the entire show on “I’m achin’ to go!”.
 Her desire has become so great that she can barely contain it anymore and it spills out of her. She spends the next few measures, which alternate between 3/4 and 4/4, asking “What’s wrong with me?” until she finally settles back into her usual register.
  This irregular patterning in the music mirrors the psychology of Nellie’s mind as she butts up against the culture’s oppressive patriarchy, her own helplessness, and the plausibility of her brother’s death. The music therefore soars to almost operatic levels to inhabit this dynamic range of emotions. 


However, when Miller finally leaves her alone, the orchestration returns to its original upward figure, this time picked up by the guitar, and begins to capture the intimacy of Nellie’s internality instead of the expressiveness of her outburst.  The song shifts from soaring opera to grounded blue grass, juxtaposing musical styles to mirror her differing psychologies. Nellie turns her attention to her brother and sings directly to him in this lush and evocative ballad. With images of “bearskin rugs,” “diamonds,” “em’rald towers,” “spires of sapphires an’ waterfalls a’ crystal,”
 the song takes a turn from the harsh realities of life to the idyllic Eden of Nellie’s imagination as she dreams of Floyd’s majestic escape. And amidst the chaos of the carnival, her imagination provides a necessary respite as she burrows into her mind and wraps herself in the imagined warmth of a “goodnight hug” from her brother.
 Guettel’s use of juxtaposition, varying musical styles, rhythmic and melodic variance, and the full range of the singer’s voice allows the music to convey the complexity of Nellie’s heightened state of mind. Throughout the musical, such devices are thus employed to express the full range of psychological possibilities that these characters inhabit during Floyd’s tragic entrapment.
PART FIVE: The Echoes


With the layers of Floyd’s unconscious excavated and its connection to the musical world of the piece established, we can explore how the metaphor of the cave echoes throughout the piece in full, using it to further understand some of the more troubling and problematic moments of Guettel and Landau’s musical.  To begin with, I want to recall the image of the cave as a space of daydreaming and argue that every single song that takes place within the cave exists in a dreamscape. Having already established the act of wish fulfillment that defines most of Floyd’s descension, we can turn to “Daybreak” in which Homer uses the act of dreaming to help his brother transcend his horrifying condition. Just as “reality sets in”
 and Floyd begins to panic, Homer sings a lullaby to Floyd, trying desperately to keep his brother’s mind agile. He recounts the time when Floyd found Crystal Cave and how he brought Homer and the rest of the family in to see its sparkling caverns. Back then, as is true now, darkness encapsulated them, and they turned to their minds for comfort: 



As we enter in,



The lights of the sky



Die down, like still,



Like cool, like nightfall…



We have each other’s hands,



We have what we can picture,



That’s all we need



To pass the time…

In the same way, Homer frees Floyd’s mind from reality and lets him imagine comforting pictures of “when mama was alive.”
 Furthermore, the only line that the two brothers sing in unison in the entire song is “we are happy dreamin’.”
 Bereft of bodily connection, the brothers allow their thoughts to intertwine. They transcend their physical conditions and escape to images of joy. The song elevates their transcendence, scoring their fantasies with romantic strings and a pulsing piano. The music’s trance-like quality finally puts Floyd to sleep, song and dream melding together to bring him some semblance of peace.


Skipping over “The Riddle Song,” which utilizes this same power of transcendence to break Floyd and Homer out of the physical space of the cave once more, “The Carnival” deals with dreams in a less literal fashion.  By this point, Floyd’s consciousness has become blurred: “…Floyd’s dreams and reality were finally becoming hopelessly mixed.”
 Therefore, images of the media circus coagulating above ground are skewed through Floyd’s mind and are thus represented in a heightened and surrealized fashion.  We see the hawkers and the reporters and the drinking and the fighting in a way that is slightly off from a realistic depiction. For example, the music perfectly scores the physical action in each vignette to the point where the stage action becomes a sort of lurid dance: the music pauses each time Jewell takes a lick of his lollipop, it clicks like the typing of typewriters when Miller makes his reports, and booms with each firework as they illuminate the night sky. This musicalization mirrors Floyd’s psychology, lensing the action through the feverish dreams he endures below.  He yodels along with the nightmarish reality, grasping desperately at the stage action as it slips in and out of his consciousness. Then as the song comes to a close, the music fades into the distance, and Skeets Miller takes up its description down in the cave. The entire carnival, which was certainly outlandish in its historical reality, is thus captured theatrically in the nightmarish vision of a dying man.  Miller even literally describes the event as “a county fair—a carnival, a dream,”
 and it is on Floyd’s repetition of this phrase that he is brought back to his painful reality. So by understanding the psychological landscape of the play and its music and the way in which the physical and dream worlds collide within the mystical space of the cave, this otherwise enigmatic song takes on a deeper resonance with the rest of the show. Its confusing break from the starker realities of the piece is made explicable by the metaphor of the dreaming, subconscious cave that pervades the entire work.


And finally, the most developed and literal dream of all is the penultimate song of the show, aptly named “The Dream.” As a form of extreme wish fulfillment, Floyd once again steps out of his physical entrapment and acts out the future he had so hoped would come true. What is so interesting about the handling of this dream, though, is that it constantly retains an aura of fiction: the repeating echoes are sung this time by Homer and Nellie and not by Floyd’s own voice, the entire company inhabits the stage for the first time, and Lee embraces his son with pride. “The Dream,” furthermore, reprises and overlaps many of the melodies that have come before, even echoing Floyd’s plans for tourism and all of the glory he believed was waiting for him below. The memories of the show’s happenings come pouring out of him and mix together to create an idealized version of what could have been. Never fully buying into it, however, the audience understands that this vision could never come true because is too perfect. They therefore watch the pathetic scene unfold from a place of knowledge and empathy. And so of course, with everyone dressed in white, or in the case of our production holding white balloons, the mystical stage image perfectly captures “the unknown”
 of the mind and the great beyond waiting for Floyd. Fittingly, Lee, in his only interaction with his son, is the one to break the illusion: “No, son. Yer still trapped.”
 It is this declaration of reality that causes the dream to fracture and break away, leaving Floyd once again with his own nightmarish thoughts. The entire song was but a figment of his imagination, a pipe dream of glory denied by the onrush of impending death. Floyd is forced to “[l]et go”
 of all the hopes and desires and dreams that brought him into the cave in the first place. He must face the fact that he is going to die alone buried in the earth with only his own mind and the crickets to keep him company.


Shifting away from how the songs of the cave are intimately tied to the act of dreaming, I also want to use the metaphor of the cave as Floyd’s unconscious to deal briefly with Floyd’s complicated relationship with his sister Nellie. It is evident from the beginning that Nellie and Floyd have a deep connection. As Nellie explains to Skeets, “See I understan’ ‘im ‘cause we think the same thoughts, him an’ me. He’s always sayin’ we’re a fine pair ‘cause my head’s in clouds an’ his in the dirt.”
 They continually relate to each other through both song and their physical proximity and always maintain a knowledge of the other that is deeper and more profound than anyone else on stage. However, the song “An’ She’d Have Blue Eyes” seems to add an incestuous element to their relationship that is never truly resolved or dealt with head on. In this hymn, Floyd asks God if there will be a girl for him when he gets out of the cave.  He sings of an angelic creature with “blue eyes, an yella hair all fallin’ down in rings, an’ shoulder blades like wings.”
 In this image of a female rescuing a man from the depths of the cave, the song strongly echoes the romantic image of Ariadne helping Theseus escape from the Minotaur.
 This romantic longing is complicated by the stage direction that implies that Floyd is singing to and about Nellie: “Nellie remains silhouetted against the sky, reaching for Floyd. Floyd’s face is illuminated, alone in the cave.”
 


Now, I would argue that these shades of incest are not only intentional, but also make sense when we remember that Floyd is trapped amidst his own unconscious, pre-rational desires.  What he actually longs for is a Platonic connection with his sister, the one true person who understands him, hoping that she will save him from this nightmare.  But in the irrational realm, this translates to a symbolically romantic and sexual longing. Floyd’s is therefore a yearning for sisterly and compassionate love that is transformed to the sexual by the dominant pre-conscious space around him. Just as the act of penetrating a cave maps onto the fantasy of returning to the mother’s womb, this desire to be saved by an idealized female maps onto his desires for his sister. Jung writing about incestual desires explains that“[the patient] is seeking…the universal feeling of childhood innocence, the sense of security, of protection, of reciprocated love, of trust, of faith—a thing that has many names.”
 It is this security and safety that he longs for when he sings “Ah...how she would attend me, softly like a hymn.”
 The same psychosexual security Floyd seeks in the cave’s depths, he now translates to the comforting love of his sister. Furthermore, it is only in this cave of the unconscious that the two siblings are ever able to truly find satisfying connection. In “The Dream,” Nellie sings,



You an’ me we follow a sound



That is whistlin' around in the air. 



Since Mama’s gone we heard it callin’...



And it’s kinda restful, 



When you see that you’re not alone.  



We’re finally together 



Here in the unknown.”
 

The loss of their mother and the absent love of their father have made them sublimate their passions towards each other.  It is therefore, once again, a relationship of intimate brotherly and sisterly compassion that is transformed into the symbolically incestuous by the Freudian space of the cave.


Finally, in dealing with how the cave metaphor maps onto the show as a whole, I want to look at the final song “How Glory Goes” and see if the unconscious can help answer some of the many questions it poses.  To begin with, this song is probably the most revealing for Floyd in the entire piece. He faces God head-on with all of his doubts, fears, and yearnings and asks Him the questions of the soul. He wants to know what the next world holds for him, understanding that he must pass on to the next phase of his existence.  It is a song of liminality as he stands on the threshold between the corporeal and the spiritual realm.  He asks God, “Is it warm?,” “Is there light?,” “Do we live?,” “Are we everywhere?,”
 wanting desperately to know what happens next. He seeks the answers that so many of us desire and never acknowledge because we suppress them deeply within our minds. He yearns for those answers outright, exhausted by the inscrutable space of the cave.  He wants that “shinin’ truth”
 that he has fought so desperately to find in the material world, and hopes it is waiting for him in the great beyond. With these questions, Floyd is at his most naked. The layers of rationale, experience, and consciousness have been stripped away to leave the quivering, pulsing, impulsive subconscious to express itself in its purest form. And fittingly so, his ultimate concern is therefore with his mother: “Will my mama be there waiting for me, smilin’ like the way she does, an’ holdin’ out her arms, an’ she calls my name? She will hold me just the same...”
 Still craving his connection with the female that the cave and his sister could never ultimately provide, he yearns to return to the woman who gave him life, to his true pre-rational beginnings. He went into the cave in response to his father, and he now calls to his mother for the answers he still does not have. 


This predominance of the uncertain unconscious pushed our production to find an alternative last image for the piece, challenging that of Floyd “walk[ing] into the light, into the sky”
 at the end of the play, as the stage direction suggests. Although Floyd yearns for the “shinin’ truth,”
 an image propped up by the Christian symbolism of the sky’s light, his reaching this type of transcendence in the end seems to deny Floyd the acceptance he had gained in the cave for his truest self.  Yes, it is clear that the grotto “represents a state of existence that must be transcended, either by a metaphorical ‘death and transfiguration’ or by passage into a higher, better, more ‘enlightened’ phase of this worldly existence,”
 but the light and the sky adhere too heavily to a Platonic hierarchy. If Floyd achieves ultimate transcendence in the sky, it potentially negates the wealth of symbolic resonance that the cave holds for him.  Although the cave ultimately causes his death, it has always provided him with a sanctuary. Instead of having him rise above, our production explored the alternative of his pushing forward into the darkness, getting closer and closer to the most unconscious, purest part of himself in which God resides. By reversing the Platonic hierarchy of reason over intuition, Floyd can truly “let go”
 and accept that he doesn’t and will never have the answers he craves: “only heaven knows how glory goes, what each of us was meant to be.”
 And in this acceptance, he can push through into the depths of the cave, going further and further inside himself until all that remains is the echo of his own voice, an echo that will resound throughout history for all eternity. 


In all of these ways, the metaphorical field of the cave as an emblem of the unconscious provides a clarifying lens to unearth, explain, and answer many of the play’s more challenging moments. The cave looms large and by interweaving its symbolism into the metaphor of the show, Guettel and Landau’s words achieve a kind of resonance that pushes the piece into an almost spiritual realm. It uncovers something profound about the way our souls and minds work. By looking to Floyd and his journey towards the unknown, we can begin to let go ourselves of the societal confinement that rationality places upon our most intimate desires. Floyd can be our surrogate for or invitation to the true exploration of the interior.

PART SIX: The Cave Within the Actor


Pushing this exploration of interiority one step further, I’d now like to translate the discussion of the cave within Floyd to the cave within the actor, dealing specifically with my personal experience of journeying inward as I worked on and performed the role of Floyd Collins at Yale University. Like Floyd, I entered into this process knowing full well that I was starring into the unknown. I purposefully stepped outside my comfort zone as an actor and approached a role that tested my mental, vocal, and physical capacities.  But by freeing myself of any preconceived notions of what this role and show should or should not be, I allowed myself to approach “each realm with no previous knowledge in order to discover it.”
 The process, therefore, became a true journey of discovery. I pushed beyond a purely intellectual approach and became much more intuitive with the unfamiliar terrain. In journeying past the apparatuses of my intellect, I found the type of individualized creativity that Michael Chekhov speaks of in his On the Technique of Acting: “…the power of the actor’s true individuality…begins with his creative subconscious and artistic intuition…This is the only way to really explore the play, to find its deeper meaning, and to stimulate the acting, destroying all the clichés.”
 

Working intuitively, I was able to explore the material with the ease and pleasure of curiosity; for above all, “[t]he joy in theater comes through discovery and the capacity to discover.”
 By approaching the piece in this manner, I accessed many undiscovered caves within my own intellectual and emotional understanding of the acting process and of theater as a whole.

To begin with, the role of Floyd Collins pushed me to find a grounded truth that resided in the body. As Jacqueline Feather explains in her discussion of caves and memoir writing, “Stories reside in the cave of the body,” and we go into the body in “search of lost voices, the ancestral legacies and silenced or fragmented entities.”
 Through the physical strain of Floyd’s conditions, I became acutely aware of my own corporeality and the wealth of knowledge that resided there.  In developing the physical environment of the play, the director Maya Seidler and I decided that Floyd should never leave his trapped position during the majority of the play. By forcing ourselves to find creative ways of embodying and sustaining this entrapment, we discovered a physical vocabulary that provided me with “external stimuli from outside [my] personal experiences that could fire [my] emotions and imagination.”
 Like Floyd, I found the pain in my limbs and the darkness around me pushing me deeper into myself and creating an imaginary universe that radiated from my body. Gaston Bachelard speaks about this type of creative immensity that resides within the still self: 

Immensity is within ourselves. It is attached to a sort of expansion of being that life curbs and caution arrests, but which starts again when we are alone. As soon as we become motionless, we are elsewhere; we are dreaming in a world that is immense. Indeed, immensity is the movement of motionless man.

Bachelard describes an immensity of the self that I gained access to in my pinned position on stage. By forcing my body to hold a specific position for sometimes thirty to forty-five minutes at a time, my mind began to expand. The role “offer[ed] a way to quietly enter the body as cave, touching it from all angles.”
 By entering my own cave within, I found that my imagination began to become increasingly more full and present. Even in front of the public gaze, I was able to become alone with myself, to access the more private and deeper parts of my being. By entering this inner cave, I translated a very personal vulnerability to the audience because I wasn’t actively trying to put anything on. I was instead tapping into the environment of the stage and the physicality it produced, allowing the character to originate in the inner cave of my body. The cave of the actor’s body thus revealed itself as a fertile space of creation.


This image of entering the cave within also illuminates the emotional journey I took to portray this character.  Like Floyd, I grappled with my own mortality and sense of isolation. I had to unearth many of my own fears and desires about what I wanted my life to be and the obstacles that stood in my way. In this manner, my process began to echo Stanislavski’s or Strasberg’s approach to emotional recall. Strasberg explains what this type of approach entails in his recorded sessions at The Actors Studio:

· I mean employing the unconscious or subconscious knowledge that we have, the experiences that we have stored away but which we cannot easily or quickly put our hand on by means of the conscious mind. I mean employing in acting the knowledge which functions in dreams, where we often come up with things that seem to make no sense, with things that happened many, many years ago but which we have long supposed to be forgotten.

In other words, the actor can use specific senses and memories to unlock a host of subconscious associations hidden within his own mind. This process gives the actor access to the “consciousness which is subterranean, which has been pushed very deep within you as a result of living.”
 Due to the fact that I grounded much of my work in the body, my mind was freed to follow its associations and create a flow of images that evoked the unique circumstances of the scene. As Strasberg explains, this “[e]xploration tries to open new galleries and tunnels in the unconscious levels of the instrument, where most actors’ creation takes place. It attempts to mine levels never before employed.”
 And in just this way, I found my mind expanding. I found myself available and present onstage in a way I had never before experienced because I was allowing my creative impulses to come from deep within my own psyche, from the cave within my own mind.
· 
An example of this type of emotional availability occurred when I first sang “How Glory Goes” with my parents in the audience. I looked into the darkness and asked God if “my Mama [would] be there waiting for me” when I died,
 only to be answered with the image of my own mother sitting three feet away. Suddenly the imaginary circumstances of having to face my own death and yearn for my mother’s love fell away, and the very immediate and powerful relationship I have with my own mother replaced it. This brought me to a new level of emotional intensity because I was available to the external stimulus. For the first time in my acting career, spontaneous tears welled in my eyes. And although crying should never be valued as objective evidence for good or honest acting, the lump in my throat did in fact become the physical embodiment of my fear of the unknown, the end that I knew was inevitable, and the painful reality that my own mother would not be on this earth forever. The psychosomatic reaction pushed me deeper into my own emotional cave, proving that the tunnels and hidden grottos continued to extend far beyond what I had already excavated. I realized that the journey within should never be over if the performance is to be kept alive and present.


Overall, this type of bodily connection and emotional recall relies exactly on the link to the unconscious that the cave emblemizes. It “seeks to bring these buried aspects to the surface and into awareness.”
 Thus, by fully “entering the cave to find missing parts of the self,” I was able “to emerge from the dark with a new perspective.”
  It opened my eyes to the imaginal possibilities of the body as well as the emotional depth of the actor’s subconscious. Furthermore, “giving voice to previously silenced aspects of the self open[ed my] cave from cramped cavern to a cathedral-like space of height, depth, and breadth.”
 I felt my own self expanded by the experiences Floyd endured. Through my embodiment of his journey and entrapment, I took a little part of him with me, adding his emotional baggage to the ancestral cave within my person.

PART SEVEN: The Theater as a Cave


The final, and potentially most significant, application of the cave as a metaphor for the unconscious mind is to the theater itself. Especially in the case of Floyd Collins, which literally maps the cave onto the walls of the theater, it is clear that the two caverns distinctly resemble each other. Furthermore, many believe that the cave was the locus out of which theater emerged. Not only was Dionysus, the Greek god of wine and ecstasy who is most significantly tied to the theater, raised in a cave,
 but also the cave’s mystical significance made it a perfect space for artistic creation:

· The presence of the Muses made the grotto a sanctuary of the arts: a museum. The ancients obviously believed that in the solitude of a subterranean location and in the presence of already created works of art, thoughts could be recollected and transformed into poetical images; visions could be born. In the shadowy Mediterranean caves music was played and the first theatrical performances were probably staged.

In fact, the ancient cave/theater better resembles the modern-day theater of darkness and artificial lighting than the open-air theaters of the fifth through seventeenth centuries. Furthermore, not only was the cave a nucleus for literal theater, but also it is the metaphoric space of Plato’s cave parable which depicts reality as the illusion of a shadow theater. In other words, succinctly put by Susan Sontag, “The cave is a theater.”
 Therefore, the cave as a space of theatricality and the theater as a darkened grotto in itself can both be thought of as providing the same type of space for inquiry.


Yet to connect the theater/cave to the unconscious of society, we need to turn to Jung once more and his theories on the collective unconscious. Like the unconscious of the individual, he argues that we all have a shared unconscious that links our primitive desires to one another. In his words, the collective unconscious contains “the whole spiritual inheritance of mankind’s evolution, born anew in the brain structure of every individual.”
 Therefore, “the unconscious…is universal: it not only binds individuals together into a nation or race, but unites them with men of the past and with their psychology.”
 It is exactly this type of unconscious that we access in the theater. As a predominately rational society, we enter the dark, cave-like room of the theater to confront our own fears and desires as they are acted out before us. With Floyd Collins, the audience is able to live out, for example, their potential fear of being buried alive, knowing that what they engage in is imaginative play. Therefore, Floyd’s story has the same effect on the theater audiences today as it did on the minds of the nation in 1925: “Floyd Collins was viewed as a surrogate for all; his was not an isolated tragedy but a universally symbolic event.”
 In this way, the story brings the audience together and connects them on a very primal level. Their empathetic capacity as connected human beings causes them to relate to and weep for Floyd’s fate. As the Louisville Courier-Journal explained in its final epitaph to Floyd, “the outcome was so awaited and watched because the world is a world of human beings and every fellow-being with a spark of imagination could and did put himself in that man’s place…”
 So although the theater cannot escape its fictive construct, it allows us to access a visceral part of ourselves that we otherwise keep hidden within. The theater becomes a cave for the societal unconscious and pushes all members of the audience into themselves. On retuning to the light after the show, they are transformed. They take the lessons and experiences that they just lived through in that space and carry them forward. It is the exact same process that the actor goes through in delving into his own inner cave, and it also perfectly maps onto the journey Floyd Collins took into the cave of the unconscious.


By placing our production in a black box, moreover, we capitalized on this metaphor and pushed the theatrical and unconscious caves closer together. The crowd could not help but recognize how deeply they were within Floyd’s cave because the action and the audience inhabited the same room without any division of space. As Floyd descended from above to their level and crawled through the squeeze that their chairs created, the architecture around the audience became the stalactites and stalagmites of Sand Cave; the walls were one in the same. Similarly, when the rope for the rescue mission weaved in and out of the audience, it placed them right in the middle of the action. In this way, we forced them to engage with this Kentuckian society as one unified community. The actors and audience were thus able to enter into a more intimate dialogue about their own shared unconscious. Just like in 1925, “Americans were brought psychologically closer together because of the misery of one man.”
 Floyd’s caves and caverns become the psychological channels that connect us all. In fact, Floyd’s description of the endless tunnels that would become Mammoth Cave provides a perfect metaphor for this union: “all these caves ‘round here are all connected to each other…somehow, down thar, where we cain’t yet see it…everythin’…is jes’ part of one giant…uh…system…one giant system.”
 The audience is therefore able to access that same system of caves that resides within us all. By our placing them at the heart of the fictional cave, the audience engaged more fully with the literal cave of the theater, and, therefore, the symbolic cave of their own psyches.

PART EIGHT: The Conclusion



By exploring and developing the cave as a metaphor for the unconscious, I have shown how it echoes throughout the pages of Floyd Collins. Its pervasiveness can thus help us better understand the work as a complicated piece of musical theater. Furthermore, the symbolic journey into this cave within can help describe the process of the actor entering into the cave of the self as well as the audience that enters into the cave of the theater. This type of exploration into the dark underbelly of Floyd Collins does not only open up the cavernous spaces of the theatrical work, however; it also elevates the act of investigation itself. The academic mind forces its way into the cave as it explores the nuances and hidden gems of the piece. In the end, it is this journeying that matters. For as Guettel explains, “We have dreams and we fail, and there's something noble in that.”
 Failure or not, the act of going in and crawling around excavates the corners of our own minds, corners that we otherwise might never investigate. It expands the cave within us all, exalting the human mind as a temple in its own right. For this temple, this “cave within,” only reveals its secrets to those who take the risk, those who dare to venture forward into its ominous darkness.
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