




as i£I was deliberately concealing her face, and the audience would have been 

leery. I used that high angle in order not to give the impressior that I was trying 

lo wold showing her, but she main reason for raising the camera so high was to 

get the contrast between the long shot and the close-up of the big head as the 

knife came clown at him. It was like music, you see, a  high shot with the violins, 

and suddenly the big head with the brass instruments cfasbfrft’ (100).

Once again then Hitchcock is stressing the analogy between film and music 

and favouring form over content.

In the close-up of Arborgast, aplastic tube with hemoglobin was placed on 

his face, and then, as the knife went past it,a string was pulled, releasing the 

blood. The sequence of Arborgast falling down the Stairs was a process shot, 

achieved by first doing a separate track down the stairs without Arborgast and 

then projecting this on to a screen. The actor then sat on a chair in front o f the 

screen and waved liis arms a bon!. By Oils means the action could be strotched 

out and made to lost longer, and also the falling became slightly unrealistic and 

nightmarish and ’the feeling one gets is that he’s going down the sta.es back­

wards brushing each step with tho tip of his foot like a dancer’ (101),

PjnalJy Arborgast lands at the bottomof the stairs (shot [590]) and a figure 

rushes towards himnnd bends over him. Hitchcock cuts to u shot of a hand wield- 

ing a knife which, continuing the overall movement of the film, strikes down-











wards, There isa crynnci then die knife comes up again, covored In blood, Then 

It strikes downward ngnin os the scone fades out.

Wc fade in on Lila and Sera in the hardware store, From the two-shot Hitch­

cock cuts to a mid-shot of Lila. In the background we can see part o f Sam's body 

his hands crossed, with his watcli very visible as Lila stresses how long Arbor- 

gnst has been gone. ’Sam, lie said an hour • or less’,

The rest of the scene is structured around two-shots of them or single mfd- 

shois. Lila is getting restless und Impatlcdi and trios, In an echo of the first scene 

where Marion employed similar methods, to persuade Sum to take some action. 

She reminds him (and us more poignantly) that'potlencedocan't run in my fam­

ily’. Wc recall that it was Marion's impatience to be married that began this 

whole tragedy. Finally, Sam decides to go out to tfie old motel, leaving Lila be­

hind in case someone phones. When he leaves, Lila is left alone surrounded by 

rakes and other instruments for 'scratching and clawing’, as the camera tracks 

In on her,

n iis  scene now dissolves out lo a  slx>! of Norman standing noxl to the 

swamp, We assume that Norman hits just disposed of Arborgast's body In the 

same way as he did Marion’s • buried it in the swnmp, The dissolve links Arbor­

gast's death to the theme ofonirapmcnt.
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I  litohcock then cuts to a shot o f Sam’s (ruck arriving ac the motel. Sam gets 

out and calls: ’ Arborgast! Arborgast!’. The scene is constructed as a Griffith-like 

paraliei action sequence whereby we cut from Sam to Norman at the swamp. 

Tho last shot is a track In from mid shot to close-up on Norman before the shot 

dissolves back to the hardware store.

In a long shot of the store, Lila is in the back office and then she runs to­

wards the camera until, in shot [609] she is in close-up. She is backlit and her 

featuresare hidden and indistinguishable. She is in fact lit just like the murderer. 

Once again Hitchcock, through purely formal means, links a relatively ’inno­

cent’ charactcr to a guilty one,

Thus Hitchcock uses images from the murder scene as reference points by 

which he charts physical resemblances to Mother, and also thereby links,through 

attitude and action, all the characters to Mother. All the characters are bound 

into the pattern and all are implicated in the guilt

Sam returns and reports back, telling Lila that he found no one at the motel 

except a sick old lady 'unable to answer the door - or unwilling’. We see them 

in two shot, as they decide to go and see the deputy sheriff.

WedissolvetoashotofSheriffAl Chambers descending the staircase (once 

again the dominant movement is downwards) and passing between two classi­

cal e. ilum/tsannocndng him as the symbol of Justice. The scene is (airly amus-





n. Chambers: Norman toolt tiwlfol

gis] ■
Sam: No, I don't think so. Uli-uh—nn old woman. Uh-Ms 
mother. Wei), anyway, that was uarly this Gvtinine. We 
Sauon't jeon of htiard from lilm since,
SherHI: Mow. Yom sister's mlsilii'liowlonHi
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ing, but not particularly rivettfng, as Truffaut notes: ’I  felt a let-down during the 

two scenes with the Sheriff.’ To which Hitchcock replied: The Sheriffs inter­

vention comes under the heading of what we h&vt discussed raauy tiir.es before 

“why don’t they go to the police?''I've always replied: 'They don't go to thepolice 

because it’s dull". Here fs a perfect example of what happens when they go to 

the police.’ (102).

The dullness results from the fact that the audience already knows all the 

information (and more) that Sam and Lila give to the Sheriff and his wife. It is 

only after the Sheriff has phoned Norman that we get some new informat(on(in 

shot [641]) when he tells us that 'Norman Bates's Mother has been dead and bu­

ried inGreenlawn Cemetery for the past lOyears’. He tells us that she poisoned 

the man she was involved with when she found out that he was married, and then 

killed herself. Once again the origins of all the crimes, all the guilt of the past 

and the present in Psycho are tied to and associated with that most cherished in­

stitution, marriage.

Nevertheless, the scene reinforces the film’s treatment of sexuality which 

cuts through the characters’ repressed attitudes by satirising them. For example 

when the Sheriff tells Sam and Lila about Mrs. Bates and her lover’s death, Mrs. 

Chambers says: ’Norman found them dead together’ and whispers’Inbed’, pur­

sing her lips disapprovingly.







Then Sam asks a very reasonable question -if Mrs. Bates was dead then who 

was that woman he saw sitting at the window. To which Sheriff Chambers asks 

a more baffling and even a chilling one: ’Well, if the woman up there is Mrs. 

Bates, who’s that woman buried out in Greenlawn Cemetery?'

This is, in terms of tlie film’s denouement, a complete red herring, and the 

question is never answered. Hitchcock cuts '.o a close-up o tU la  looking quizzi­

cal and disturbed, and the Shot then dissolves out.

The next si’ine begins on a close-up of Norman’s hand on the telephone 

receiver. He picks up the telephone and places it on a table, and at the same 

time Hitchcock cuts on action lo a  mid shot Notman. Norman Mauds up and 

walks across the room, the camera panning with him. This slight low angle once 

again frames him, so that he seems imprisoned by the architecture,(shot [655]), 

He turns out the tight and leaves the office.

We see the house In longsho t, as Narraaa mates his way up the path. Once 

again filters, or Infra red film have been used to make the clouds stand out stark­

ly against the dark sky. We cut toashot of Norman entering the front door from 

inside, and pan with him as he begins to ascend the staircase. Then Hitchcock 

cuts to a low angle shot of the staircase, with Norman climbing. Although this is 

an upward movement, the end of the scene will reverse this and emphasize, 

through a high angle, the downward movement,
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e  on Norman’s ’camp' or effeminate 

walk as he ascends the staircase, and we ore drawn to notice, consciously or un­

consciously, the character’s feminine side, He then leaves frame and begins a 

conversation offscreen with Mother as the camera begins craning upwards. 

Once the camera is over the set it turns around and looks down, so that it is in 

a high angle position, exactly like that of Arborgast’s murder,

The main purpose behind this shot was to conceal from the audience the 

fact that Mother was dead and simply a corpse, 'I  don’t want to cut where he car* 

rics her down to a high angle, because the audience would have been suspicious 

as to why the camera had suddenly jumped away. So I had a hanging camera fol­

low Perkins up the stairs, and when he went into the room I continued goingup 

without a cut. As the camera got up to the top of the door, the camera turned 

and looked backdown the stairs again, Meanwhile, I had an argument take place 

between the son and his mother, to distract the audience and take their minds 

off what the camera was doing, In this way the camera was above Perkins again 

as he carried his mother down, and the public hadn’t noticeda thing. Itwas rather 

exciting to use the camera to deccive the audience’ (103).

Hitchcock's intentions notwithstanding, the effect of the shot is to com­

municate to the audience exactly that sense of metaphysical vertigo which the 

subject is dealing with at the moment - 'a sense of sinking into u quicksand of 

uncertainties or into a bottomless pit! (the comora position and movements)

I





Sim: Good morning,
sheriff & Mu, Chimlwn: Good morning,
Sami Wo thought If you didn't mind, wa’d go out to ihnt 
motnlwltti you.
Mit, Chambers: Ho s already boon

Sheriff: I went out before service.
Mrs. Chambers: Have you two hod breakfast? 
Sami You didn’t find anything)
Shurllf: Nothing, Lot’s clear the way tiere,

Ilia: Wall, whnltlld ho say about my sister?
Sheriff! lust what he told your dotocllvu, Shrj used n fnko 
name. saw the register ntysoif. Saw the whole pltico, as n 
matter of (net. Thai hoy Is along there.

[ « » ]

Sum: No mother?
Sheriff: You must’vo men an Illusion, Snm. Now, I know 
you’re not thoseolnMlluslons typu-but no woman 
was there ami I don’t Ijdleveln ahosts, so-
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communicates it by placing us m a certain position in relation to the action and 

controlling our movements in relation to the movements of the actors’ (104),

Furthermore, this shot characterises an aspcct of Hitchcock’s narrative 

method, namely his authorial intrusion, In this sequence we can see that ’Hitch­

cock’s narration capitalises on every permissable chance to display self con­

sciousness, flaunt its superior knowledge, and musk its suppressive operations’ 

(105).

This occurs in two ways. Firstly, the narration in Hitchcock’s hands is usually 

through the use of subjective shots confined to the character's point ofview, thus 

giving us limited Information. And secondly the narration often intrudes and 

comments freely on the action by moans of revelatory camera ungles and sound 

overlaps, like the one which follows.

And so a tension is created between what the character knows and what the 

narration tells. Gut of course the narration doe? not tell ali, and here Hitchcock 

is deliberately withholding information from the audience. Thus ’by exploiting 

certain polar possibilities of the classical schemata of narration, Hitchcock's 

authorial persona oscillates between being modest and omni-communicative 

within very narrow limits (l.e, presenting u single character’s point ofview) and 

flaunting Its omniscience by suppressing crucial information’ (106).



so

Bordwell compares this method of narration with Preminger’s, whereby he 

prefers to shift point of view between scenes, often moving from framing one 

combination of characters to another, and which results in films which forego 

both character subjectivity and narratlonal commentary. And thus, while both 

directors work within the bounds of classical Hollywood narration, their nar- 

rative'JnetbwJs ore very different, with the result that, as V,F, Perkins remarks: 

‘Hitchcock tells stories as if he knows how they end  Preminger gives the im­

pression of witnessing them as they unfold’ (107).

While be carries her clown the staircase Mother demands that Norman put 

her down. She doesn't want to be hidden in that 'dark damp fruit cellar’. The 

seenc !)ien fades to black, and then fades In on a shot of the church, with Sam’s 

truck In the foreground. The sound of church bells is overlaid over the fade out 

through to the shot of the church, and by this device Hitchcock narrationaily in­

vokes Mrs. Bates’ supposed death, and therefore the enigma of her continuing 

life.

We then cut to a shot of the front of the church just as services are letting 

out.Ulaand Sam meet Sheriff und Mrs. Chamber. Die Sheriff has already been 

out to ihe motel and (os the audience already knows) there is no Mother, Non 

man Is alone. He tells Sam that: 'I knowyou’re ;)ot the seeing illusions type, but 

no woman was there and I don’t believe in ghosts’. He suggests they report the 

theft and Morion's disappearance to the police. Then the old couple leave. Both













CHAPTER SIX 

FAMILY PLOT

Shot (&30] dissolves into a  two shot o! Lila anti Sam driving along the road 

in his truck. The road behind them is once again a process back projection shot 

pointing 10 the illusory nature of their quest. Lila says that: ’We are going to 

register as man and wife’ before they search the place, then once again offer­

ing us an echo of the first scene of the film,since surely this is exactly what Ma­

rion and Sam did. They too,must have registered a& roan and wife in order to 

carry out their furtive love-making.

We then dissolve tQ a long shot of the truck pulling up outside the motel 

The camera jiant from right to left with it. Hitchcock then cuts to a shot of Nor­

man holding the curtain aside and looking out of a window. This is cut with a 

longshotofSamand Lila getting out of the truck from Norman’s point of view, 

This is the last time in the film (until the final sequence with the fly) that we will 

be given a shot from Norman’s point of view. From now on we will begin to 

share the consciousness of Lila, and this sequence will serve to prepare us for 

this transference, this displacement of emotion from one character to another, 

As Truffaut noted; The viewer constantly switches loyalties and Vhen we learn 

from the Sheriff that Perkins'Mother has been dead for 8years,we again change 

sides and are against Perkins, hut this time It’s sheer curiosity’ (108).















Lila notices someone at the window and Norman then comes down to the 

office, so  (hat they may check in.We see all three characters in the first shot of 

theoffice,(shot [670]), but Sam and Lila are both reflected in the mirror on the 

wall, building diem into the pattern of recurring visual motifs of duality. The 

first part of the scene is constructed around over shoulder shots firming either 

SamorL:ia or Notmfin, but then the rest of the scene consists of close-ups on 

all three ciwrpcteis. s tra  pays: and vAtile weiring for a receipt Lila says she will 

go on absad.
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LiJs'valksKU''. .usveranduiiandtriesthedoortocabwl, which she finds 

ope... She quickly civ. - n, and Saw joins her. They walk iO their cabin, with 

Nortfyi? watfiltiog them, !mt ttw shot of them getting to ih :v  cabin,(shot ffififij) 

is sfgnifuMntiy n o t1 r>;>t Nscmin’ii point of view.

sd the wbin J.ila forcibly argues that she and Sam must, regardless of what 

they find, yy.rch cabin 1. The :cene begins cs <) w o shot, but soon moves to a 

close-up of Liln, and then cats to a shot from U i v; niftt of viiw on Sam’s 

back,(shot [692]). Her persistence penetrates Sam I reserve a.tf -Sc turns to face 

her. They decide to begin their search.

They walk along the verandah with the camera panning with t.iem, and 

enter cabin 1. Then they begin ‘lie search, looking in cupboards arid drawers. 

Lila goes into the bathroom, and Hitchcock cuts to ahigh angle shot. S?xajoins 

ho.', and while the high angle shot serves to stress their vulnerability, it aiso en-
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ables the shower rail to form a diagonal across the frame, thus continuing a  fam­

iliar visual pattern. Sum notices that there is no curtain, while Lila finds the 

pieces of paper that Marion had tried to flush down the toilet.

Lila decides she wants to interview the oM woman to fine out what she had 

told Arborgast. They leave the bathroom and Sam tells her she can't go up to 

the house. When she asks why he replies simply; ’Bates’. The repeated pun tells 

us that ’baits’ wait for anyone who tries to discover what secrets lie in the old 

house. But Lila is adamant, and Ironically assures him that she 'can handle a 

sick old woman’. Sam wiil keep Norman busy while she talks to Mother.

They leave the cabin, Sam moving off to the left, where he joins Norman 

in the office.Meanwhile Lila goes to the right, hoping to make her way to the 

house. Lila’s movement arouna' the comer is an image that parallels that of 

Mother’s exit from the murder, and binds her into Psycho’s  pattern of guilt.

Herrmann’s score, played low and bassy, begins as Lila turns the corner. 

She makes her way towards the old house. The sequence follows a by now fam­

iliar technique, and is made up of shots that track with Lila intercut with track- 

ingshots from her point ofview. Through her eyes we come closer and closer 

to the house, until we reach the door. Once again Hitchcock restricts the audi­

ence to share for a time the experiences of a single consciousness: ’It (has al­

ways) seemed natural for me to put the audience in the mind of a particular 

character’(109).











Once again our empathy is displaced on to another character, and by par- 

lieipating In the action in this way 'the spectator becomes the chief protagonist 

uniting in himself all the characters’ (HO).

The viewer also participates In the scene, because it iaasuspense sequence, 

and here the suspense is initiated by the audience having more knowledge than 

the character. Lila may believe she can handle a ’sick old woman’, but we, the 

audience, know that somewhere in that house is a knife-wielding psychopath, 

and that at any time death may strike.

Furthermore, we cannot stop Lila - whatever happens she is committed to 

fin ing  out (he truth, 'Your central figure must have a purpose; that’s vital for 

the progression of the film, and Its also a key factor in audience participation’

( 111).

The forward tracking shots also serve to carry ns further Inside towards the 

film's dark secret, right into the heart o f darkness. By participating with Lilo in 

tlte exploration of the bouse we are forced to see dearer and to see even those 

things which we arc afraid to see: 'Suspense (tself then becomes’ Ibe embodi­

ment o f moral purpose; or If "purpose" suggests something too cut and dried a 

"film with a message", then the vehicle for conveying Hitchcock's complex mow'.







The music comes to an end as Lila places her hand on the doorknob. This 

shot breaks the rigorous formal technique of Lila intercut with Lila’s point of 

view, and initiates another method of involving the audience in the action, name­

ly a parallel action sequence which will cut from Lila to Sam and Norman talk­

ing in the office. The new method will be as rigorously employed as the one

Lila walks into the house,(shot [730]) looks around gingerly and, noticing

a two shot of Sam and Norman talking in the office. Sam is aggressively cftai- 

ienging Norman, and he intrudes into his space while Norman, under Sam’s bar­

rage of questions, has retreated to the right hand edge o f frame.

We are struck by the physical resemblance between the actors, Anthony 

Perkins and John Gavin. They seem almost interchangeable, reflections of one 

another. In much of Hitchcock’s work the representative of good is often linked

a Doubt) on more levels than plot, resulting in what Rohmer and Chabrol called 

the 'transference of guilt’(U3) theme. But here all the characters and the audi­

ence by extension, since we empathize and identify with them, are implicated in 

the pattern of guilt to such an extent that good and evil are so interwoven as to 

be inseparable, The film then dramatises ti. .-presence of evil impulses in ;.t' of















Samsaysto Ncrman-.’Ycm're alone liere; aren'tyou? Drive nte crazy.' Nor­

man replies: ’I think that would be rather on extreme reaction don’t you?'. Sam 

answers: ‘Just anexpression’and Hitchcock then cuts to Lila on the stairs. Lila’s 

discoveries in the house then will, this formal editing tells us, relate to the price 

of solitude and how it bears upon the threat of nmdu«&,

Now Lfla begins her exploration o£ the house, the house In which Norman 

’had o very happy childhood'. At the top of the stairs she knacks on a door and 

culls: 'Mrs. Bates'. There is no reply. Then Hitchcock cuts to a shot from behind 

her, as she opens the door find enters the bedroom.

From inside, we see a close-up of Lila entering, and again Hitchcock uses 

the subjective method of Intercutting dose-ups of Ula with shots of her point of 

view. She sees the bedroom with Its Victorian decor, and then sees a basin, 

which echoes both Marion's murder and Norman’s hand-washing. She sees the 

fireplace, looks inside n cupboard -all Freudian femfitivie images of enctosure. 

Sho looks at ttw dressing table, moves In c’oser to the ^ . .  vra, and then Hitch­

cock cuts to u shot of a bronze cast of crossed female hands. He then - and this 

is unusual for a film of this period - zooms in on the hands, ft is a  strangely dis­

turbing image, but one which s&eros to encapsulate the atmospliore of sexual re­

pression, particularly whon it is juxtaposed with the rest <s£ the tlw or - a block 

cupid in the entrance hall, the nude goddess statue In the bedroom, the dress­

ing table where Mother presumably beautified herself, and the Indentation of a 

8<rsgtc body In n bed made for two.







Lila suddenly starts as she sees herself in the mirror, her image reflected 

twice over. Herrmann’s score, rhythmic and tentative, which begins as she en­

ters the bedroom, now ceases as she goes over to the bed and runs her hand over 

the outlined body.

Thun Hitchcock cuts bock to a two f  hot of Sam and Norman In the office. 

You can see Sam reflected (n the mirror drawing him too into the pattern of 

double images. He harrnsses Norman, asking him wbat he is going to do.

Continuing the Griffith parallel action method, Hitchcock cuts to Lila at 

the top of the stairs again, us she enters another bedroom. The house with its 

threr stories, can be likened to the houses in dreams, read symbolically so that 

the three levels represent Freud’s tripartite divisions cf the psyche into super­

ego, ego, and id, The controlling force of the super-ego, which orders and re­

presses, is associated with the upper level; the parents’ role in tills process makes 

it the perfect locale for Mother's bedroom. The ego is on the ground floor and 

the id, the locus of unconscious amoral instinctive impulses, is to be found on 

the lower levels, the ceiiar.

In Normnn’s room Uitt discovers a visual correlative for his psychotic state. 

The toys and cuddly rabbit suggest arrested development; the unmade bed hint­

ing at fldoiestence. The ElQteaon the turntablefind the book withou t a title offer
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destroyed' (114),

Hitchcock then cuts back to Norman and Sam who are now beginning to 

quarrel. Norman retreats from' ti’s continued harrassment and enters the par­

lour. Sam follows him. He tells Norman: 'I  bet your Mother knows where the 

money is... I think she will tell us’. Norman then realises that Lila might be in 

the house, and he looks out the window. Hitchcock cuts to a shot of Lila mov­

ing down the stairs, further developing the dominant downward movement of 

the film.

Hitchcock cuts back to Sam and Norman who are now struggling. The 

camera pans with Norman as he picks up an object from the table. He uses it to 

strike Sam whofalls to the ground. Then Norman leaves the office. The violence 

is again treated in a stylized manner.











Lila, descending the staircase, sees Norman running up the path through a 

curtained window. She turns and runs, and then sees the stairs that lead to the 

cellar. Almost magically she is drawn to them. She runs and hides halfway down 

the flight, as Norman comes in. In one shot (shot [780]) we see Lila in the fore­

ground and Norman in the background as he climbs the stairs. She is behind the 

barred balustrade, an image of entrapment. Then the camera jibs up as she be­

gins to ascend, but she looks down and from her point of view we see a shot of 

the cellar door,{shot [782]) Lila descends, the camera jibbing down with her.

From inside the cellar we cut to Lilu entering. The camera pans across with 

her, as she comes to another door which she then opens. The cellar represents 

the Id, but It also represents a  sexual symbol into which Lila must enter, and it 

is In this fruit cellar (Mother insists on its being ’fruity’ In her joke) that we dis­

cover the source of the fruition which is in fact dead and rotten.

The music has a spiralling motif, as Lila descends into the depths. Inside 

the cellar U la walks forward and then Hitchcock cuts to a shot from her point 

of view. We scean old woman sitting with her bock towards Lila. There is a bare 

light bulb in the top of the frame, the light once again standing in for 'Mother'. 

Llln cults out: 'Mrs. Bates’, and when there is no reply she begins to walk for­

ward, the camera tracking back with her.

Hitchcock cuts to a tracking shot from her point of view, moving in on the 

Immobile figure in the chair. Then he cuts back to Lila who walks right into big











close-up. We then cut to a shot of the old woman, as Lila's hand touches her 

right shoulder and then withdraws as the figure begitw to  cum around. On ac­

tion, Hitchcock cuts to a ’choker’ dase-up sis the woman comes into view. When 

her turn is completed, the figure does a little jiggle announcing its arrival, and 

we see a  mummy grinning In death.

Lila screams when she sees this hideous apparition and inso doing, knocks 

the light bulb which then begins to swing wildly. Lila screams in close-up and 

Hitchcock cuts to the cellar door. On the soundtrack Lila's screams fuse with 

the music which begins the motif of shrieking violins which accompanied the 

shower murder. The light continues to swing, alternating the room into light and 

darkness, swishing shadows across the cellar.

A figure now runs into the doorway and stands dramatically in the en- 

traticeX'.hoi. (795]). The figure, bearing a knife, demands acknowledgement by 

another theatrical gesture, similar to the one with which he/she greeted Marion 

in the shower. "We cut back to Lila's face looking stunned and frightened, then 

back to the figure as Sam runs in behind him, grabs him round the neck, and 

holds the arm that wields the knife.

The camera begins to track in as themenstruggle together. We see that it 

is Norman as the wig that he is wearing begins to slip from Ms head. His features 

are distorted as he grimaces and sewm to struggle, not only with Sam, but with
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himself. The dress or theatrical costume that he wears begins to fall from him, 

as he is transformed before our eyes from Mother to Norman.

H ie camera moves into a close-up of the hand and the knife, and we cut 

back to Lila shocked at what she is witnessing. Her gaze reminds us that at the 

end of her quest she found sightless eyes. The all-embracing eye imagery of the 

Sim now appear* as a vision of life in, dttrth - the totting corpse whose dead eyes 

are given the illusion of life by the flickering light.

We cut back to Sam and Norman struggling as the camera begins to track 

out - this movement offering the spectator an extraordinary sense of release. We 

then cut back to Lila and then back to her view of Sam finally overcoming Nor­

man. We then see a close-up of the wig which exposes Norman's fetish, reveal­

ing how impossible his attempt to become Mother really was.

The shadows and light which alternate across the wig seem also to be sym­

bolically charged, suggesting black and white, good and evil, the quick and the 

dead. This duality is present In the final shot, the close-up of the corpse with the 

light flashing across the empty sockets of Hie eyes. Here condensation reveals a 

visual correlative of one of the film’s dominant and most profound themes, like 

light and dark, reality and illusion confront each other, making us realise the fu­

tility of Norman’s attempts to convert the real world from what it is into what 

he wouidiikeit to be.







Hitchcock dissolves to a long shot of the imposing facade of the county 

courthouse. A crowd has gathered outside the building. This is followed by a 

closer shot of the building and then ashot of the passage Inside. Policemen and 

reporters stand around waiting. Then Hitchcock cuts to a long shot Inside an of­

fice. The District Attorney and his Assistant sit on the right, while Lila and Sam, 

their backs to the camera, and Sheriff Chambers, sit on the left,

Sheriff Chambers tells Lila that he expects the psychiatrist to get some 

answers from Norman, and then he asks her if she is warm enough. Later in the 

scene Norman/Mother will be cold and will ask for s  blanket, and this question 

serves to link Lila and Mother, The psychiatrist comes in the door to the left and 

the camcra tracks across to the left in order to centre him in frame.

The scene Is constructed around mid-shots of the psychiatrist intercut with 

reaction shots of the other people in the room. The camera often pans aud tracks 

with the psyehiatristbutremains fairly distant from him. The cut-aways are hard­

ly ever from the psychiatrist’s point of view, and this objective treatment is un- 

UBtial In Psycho, but in keeping with the scene which is purely informative and 

ttxposltory.

It is part of the dim’s deviant nature to structure '.he narrative in such a way 

that the exposition comes towards the end of tho film rather than at the begin­

ning which Is more usual. The fact that other conventions, for example the kill-











ing of the star halfway through the Him, are flagrantly broken also gives Psycho 

its deviant status.

The psychiatrist explains that Norman killed his mother and her lover 10 

years ago, since he was pathologically jealous. The guilt he experienced at hav­

ing committed matricide was so severe that he tried to keep his mother alive by 

stealing her corpse and then pretending, by inventing conversations between 

himself and her, that she was stilt alive. Half of his personality then became hers 

i» an attempt to maintain the illusion that she was alive ’But, when reality came 

too dose - when danger or desire threatened that illusion, he dressed up even 

to a cheap wig he bough!1 and, since he displaced bis own jealousies on to 

Mother, when Norman was attracted to a woman Mother went wild and had to 

kill the object of his desire. Now Mother, the stronger personality has taken over, 

and Norman Bates has cessed to exist.

This explanation that the psychiatrist offers has often been criticised, but it 

seems to me that the film is constructed to encourage the spectators’ scepti­

cism. The character as portrayed by Simon Oakland is unattractive, smug and 

complacent. He seems completely indifferent to the fatus of Norman's victims 

and indeed to Normon himself. Furthermore the scene which follows will dra­

matise the real complexities of Norman's state, the almost 'unknowabllity' of his 

persona, to such an extent that the viewer cannot help but reject the psychia­

trist’s glib simplistic bromides.







Psvolin itself offers us another account of Norman’s 'condition’ which we 

must now consider, We have evidenced that the relationship between Norman 

and his mother is u ncurotic one with clear sado-masochistic undertones. When 

Marion overhears their argument, Mother shouts out: 'G o on! Go tell her that 

she’ii not be appeasing her ugiyappstftc with my food or my son, o r do I  have 

to tell her because you don't have the guts, hey boy? You have the guts, boy?' It 

is almost as if she is pushing him into repeating the original act of matricide. 

Mrs. Bates is one of Hitchcock’s ’heavy' mothers, all of whom ’constitute a grim 

gallery of ogres' (115), and she prefigures Mrs. Edgar the resentful mother in 

Mnnile.

Kormim (like Snchcr-Masosli) out of his sense of guilt, creates a fictional 

universe centred around tiic Idealising exultation of love for the punishing 

woman. Norman’s masochism makes of Mother ’an idealised powerful figure 

both dangcrousond comforting' (116), Freud believed that oedipal conflict was 

the cause of masochism. Fear of castration by the father led the male child to 

assume a passive position to placate the father. Beaten by the father or u female 

who is a substitute for him was a form of punishment for desiring the mother 

and also a regressive alternative to it. The punishment acquired ’libidlnal exci­

tation' and Freud said thut ’here wo have the essence of masochism’ (117),

In conlrast to theFreudian view that the mother has little psychological im­

pact on her children’s development, Deleuze argues that 'the mother Is the pri­

mary determinant In thestruclurc of the masochistic fantasy and the etiology of



the perversion’ (118). Ho sees masochism as originating in  the pre-oedlpal ora) 

singe o t development, whereby the mother Is both source of the Infant's com­

fort and also depriver of pleasure. The perversion Is rooted in the tear of being 

abandoned by the mother, and the masochistic fantasy has as its primary desire 

’dual unity and the complete symbiosis between the child and its mother’ (119). 

The promise of blissful reincarnation of the child, reineorporation of the child 

in! t the mother’s body, Is exactly what Norman acts out by dressing in Mother’s 

clothes and sublimating his own ego to hers.

Deleuze also notes that while Idealising the mother the mnsochist denies 

the father ‘the father is nothing. H e is deprived of all symbolic function’ (120). 

Psycho is notable foe Its’absence of the father’ motif, Norman and Sam’s fathers 

have bo’h been dead for a long time, and certainty ta Norman’s case the father 

has little significance inhis narrative, Lila and Marion too seem to have no father 

and only their mother is mentioned us Sam asks in the first scen«:’Do we turn 

Mother’s picture to the wall?”

’In general,’ Jack Foley writes, ’Hitchcock’s "father*" and "father-figures" 

tend to be weak-I-Ionty Travers in Shadow of n Doiiht - or else, as in Family 

Ploi. Mamie and Psychn, "missing”. When they are dominant, they are usually 

otieastpartially-and sometimes totally - unsympathetic: llio Germnti submarine



was to spill Ibis evil character into three people: James Mason, who is attractive 

and suave; his slnister-looking secretary; und the third spy who is crude and bru- 

£af'(I22). Th^snms might beflpplied to Shadow of a Pnnht. where Joseph Cot­

ton anti Henry Travers can be seen as contradictory aspects of the same 

’character’. Again’doubles’. Foley suggests that such spifttfngatorigtviWi the fact 

of ’projection’ Is indicative of an essentially paranoid structure, Ancf: ’Indeed 

paranoia characteristically involves not only a problem with the father but fixa­

tion a t the narcissistic stage’{123),

And here it should be noted that in interviews, Hitchcock has never men­

tioned his relationship with his mother, but often relished ceiling the following 

story about his father; ’I suppose the earliest thing I can think of is when my 

father who was a wholesale and retail fruit and greengrocer at the time, sent me 

with a note to the local chief of police, who glanced at the little piece of paper 

and (hen Jed me along a corridor and I  was locked In a cell for five minutes. Then 

he let me out und said,"That’s whs' >.vs do to naughty boys’1’ (124).

Norman’s Eetishismis part of his Identification with the pre-oedipal mother 

and he also keeps his cuddly toys which arc further manifestations of this fetish. 

For ’most children regardless of sex, use transitional objects to soothe the sep­

aration from the mother. If the child cannot accommodate itself to this separ­

ation, the transitional object may be retained and lead to feiishlsm’ (125),







This scene may also be seen to be a kind of inverted happy ending: (he com" 

binntion of the domineering'father-figure' psychiatrist (who blames Mrs Bates 

for the ri . es), Mrs Dales (who blames Norman for the crimes) and Norman 

(now entirely silent - children should be seen and not heard) suggests, as does 

Family P'fet, bat in an even rnnre riiabn'lcnl wav, the relurn of the 'missing'father 

and the rest ■ . of the 'family'. This is reinforced by the casting: Robin Wood 

notices the physical resemblance between Gavin and Perkins (Snm and Nor­

man) find is aware of the film's narcissistic tendencies, but he does not notice 

the physical resemblance of both of these actors to the psychiatrist tis played by 

Simon Oakland.

The psychiatrist, his performance over, takes out a cigarette and a police­

man enters the room. This *s shot from approximately Sheriff Chambers’s point 

of view. The policeman says: 'H e feels a little chill. Can I bring him this blan­

ket?’The psychiatrist shrugs and the Dlsulct Attorney gives his permission.

Wc cut to a shot of the passageway as the policeman comes out. He ges­

tures to two colleagues and then walks away from the camera down the passage. 

The camera tracks, with him until lie leaves frame by entering the door to the 

left. A fellow policeman has opened (he door for him.

We hold on '.I'.c second pnlieemtm nntl we iienr Mother's voice off-comera; 

Thank you’. The first policeman then comes out and his colleague closes the 

door behind him.
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Hitchcock cuts to a long shot of Norman sitting in the corner of the bare 

room witha blanket wrapped round him. The bottom half of the frame is masked 

in the Academy print and in the video. The camera then tracks in until Norman 

is in close-up. At the same time we hear Mother’s voice-over offering a self jus­

tification for her crimes and a condemnation of Norman.Her words mock the 

p: i’chlatiifc’s simplistic explnn.i\wn, This almost catatonic young man, thinking 

it i  thoughts,is clearly irredcrriRbie and beyond our comprehension.

£, iibxiaM assumes that this shot is from:  ̂policeman's point of view anc! 

urguesthin 'The bottom of this fraa'is is masted to suggest the borders of the 

v,ii!QiW‘ through walsh tiio policeman is view rivg1 (126).

I  d isagio with this assumption for three reasons. Firstly, we have seen that 

IJitc|t.:ock in k «  ping with iiis ’purist’ pi inciples, always shows us u shot o f the 

tfiuracter looking. if nor before, i hen (u coiyiuuticn with, a point of view shot. 

In tnis case, wo never see a shot of th« pcl:V<jtnaii icokin j, and in fact (be camera 

pays him scant attention. Secondly, tfie masking i- ;<*sr the entire shot and in­

cludes the tracking in. U’ this was shot fron? the policeriiftn’s perspective then as 

we tracked in the window 1,-ame wouM be left behind ««) vould fall out of the 

shot this is a  track riot a  zoom, after all). And finally, if this is from the police­

man’s point of view, then the track in is completely unmotivated since he does 

not eotei the ccom at a)i.



The only possible explanation for the masking, it seems ro me, is that when 

the sequence was shot it was composed for wide screen 1:1,85 and the Acade­

my framing was ignored, as a result the tracks which would have been lying on 

the floor would have bean visible In Academy. The masking serves to hide them. 

Once again the cameraman Russel! is guilty of sloppiness.

’Mother’ tells us that she is jusi going to sit here and stare: ’like one of his 

stuffed birds', recalling Norman's conversation with Marion, when he told her 

that his mother was ’as harmless’ as one of his stuffed birds. At that time ho also 

told Marion that he couldn't put Mother in an institution with the 'cruei eyes’ 

studying her, and here he reminds us of this. Mother says; They are probably 

watching me’, and the audience is reminded once again of their voyeuristic po­

sition in that the only people watching him are the audience.

Normnn looks down and Hitchcock cuts to a close-up of the fly on his hand. 

Mother tells us that she is ’not even going to swat that fly’, and we cut back to a 

close-up of Norman’s face as he smiles directly into the camera. Hitchcock then 

superimposes a shot oS Mother's grinning death head skull over Norman’s fea­

tures. Thfs is held .momentarily and then it dissolves into a shot of Marion's car 

being dredged from the swamp.

For one extraordinary moment then, we are offered a shot where all three 

images arc present at once, so (hat ve see in one shot (a) a shot of Norman look­

ing directly at the camera; (6) a shot of Mother's skeleton 'whose skull flickers







briefly beneath he? son's features end whose personality he has now assumed; 

and (c) a  U«wy «hain which seems anchored to his heart, hauling up the murder 

victim's car which contains her corpse’ (127). This is a  rich condensation where­

by the relationship between all three is encapsulated.

This shot then dissolves through to the shot o f the car being pulled from 

the swamp. Reversing as it docs the film’s dominant downward movement, this 

final shot of the film withdraws the audience from the dark depths of the swatnp 

and offers us a powerful release from the forces of darkness,



CHAPTER SEVEN 

ICONFESS

Hopefully this dissertation has revealed Psychn to be a profound work of 

byone of !hegreauriislr> of anxiety. Its major theme is universal and has 

much in common with both Mncheth and Hunrt of Darkness. But,what distin­

guishes any work of art is that this theme should be seen on reflection to inform 

the whole, not only tiie content but the method.

This study, then, and its particular methodology of examining the fiim em­

pirically from shot to shot, has insisted upon exploring the relationship between 

form and content or the premise that Psvchn is a 01m wherein 'the form does 

not embellish the content (but) it creates it’ (128),

It is perhaps now necessary to reverse the movement of the first shot of Psy­

cho,i'Lhat is ftom the general to the specific)and ask instead bow this particular 

study can illuminate our understanding of the nature of film itself or contribute 

to the development of film criticism in general.

Throughout my dissertation I have consistently drawn the reader’s atten­

tion to the formal qualities In Hitchcock’s work by noting how certain sequen­

ces, for example the rain and windscreen wiper imagery when Marion arrives at 

the motel, pre-echo theshower scene. This emphasis on form presumes »hat’the 

meaning of a Hitchcock film Is not an esoteric something cunningly concealed



beneath a camouQageof "entertainment"; (blit that) it is there in the method,In 

the progression from shot to shot. A Hitchcock film is an organism with the 

whole implied in every detail and every detail related to the whole' (129).

The. study, then, pays close attention to Psycho’s mise-an-sccnc for it is in 

Ihepositioningoflhe scene, in the Camera movements,in the camera placements 

and the culling from shot to shot that Hitchcock produces meanings and relates 

the viewer to these meanings. Th!« ■ 'approach was initiated by the Cnhifirs 

critics and 'the attention ton  . . to the extent of a  certain histori­

cally necessary formalism is pm. /Si important positive contribution

of auteurism to the development of a precise and detailed film criticism engag- 

Ingwith ih’’. specific mechanisms of visual discourse freelnglt from literary mod­

els and from the liberal commitments which were prepared to validate a film on 

the basis of iheir themes alone’ (130).

But historically wiisc-e«-feens criticlfiTi was met with much hostility by 

Anglo-Saxon critics. In Cahlcrs du Cinema 93, in an article entitled ’Srtm Ful­

ler; In Marlowe’s Footsteps’ Luc Moullet suggested that film's claim to signific­

ance loy in Its embodiment of tensions, complexlities and ambiguities and that 

the cinema favoured the communication of vision and experience as against pro­

gramme. ’We have’ ho wrote 'a strong oversion to would-be philosophers who 

get into making films in spite of what film is' and he noted that ’young Ameri­

can film directors have nothingat all to say' and praised Fulicr, since in his work



'there Is something he wants to do and he does it naturallyom) effortlessly’(131).

Thus, by a close analysis of Fuller's formai style he went so far as to claim 

that ’morality is a question o£ tracking shots’ (132). This dictum was intention­

ally provocative in its lime, for its refiisal io distinguish form from content, and 

was greeted iWih acidic response by both Richard Roud and Penelope Houston 

in nml Sonnd. Houston began her defence of traditional liberal values by 

arguing ilsn: ’Cinema is about the human situation, not about "spatial relation- 

sh!ps"’(133) and that criticism should examine film primarily in terms of its 

’ideas'.

The re.su) ting debate brought about significant changes In attitudes towards 

film, but as John Ctmghle points out Moullet's stsjemeni (and presumably Go- 

dflrd'i equally outrageous the trucking shot is a moral 5tatement'(134) seems 

less scandalous than It did to the critics nffilglti nml It is construed to

indicate an awareness of the relationships between strategies of mise-en-sccne 

and the production of ideologies' (135),

Nowhere, It seems to me, is this relationship more apparent than when 

HUcbcock exchanges one mfte-e/t-Jmre strategy for unolhec and I have at oli 

times attempted to alert the reader to these shifts In she lext.

Tills can bo further elueiduted by anotlter example which Immediately



grapher who, confined to u wheelchair by a broken leg, gazes Idly at the beha­

viour of the neighbours across tha courtyard of his Greenwich Village apart­

ment, His observations lead him to suspect that one of tha neighbours has 

murdered his wife, Throughout the film, Hitchcock reveals the action only from 

(lie protagonist's (Jimmy Stewart’s) point of view, so that we only witness the 

events tliat he sees, and only from Inside the apartment.

This technique is rigorously adhered to throughout, except for one small 

scene ’a moment which crystallizes the themes into a single lesson' (136). The 

scene In question deals with the death of a neighbour's dog and the camera ac­

tually ventures out into the courtyard to cover ihe owner’s grief,

This break in the structure, being the only sequence outside the apartment 

shot from other than Stewart’s point of view, encapsulates the film’s moral sig­

nificance as articulated by the owner 'You don’t know the meaning of the word 

neighbour’ and as Chabrol points oufc’From then on the implieotions of the 

scene becomc vertiginous; responsibilities press upon one another at every im­

aginable level to condemn a monstrously egocentric world whose every element 

on every scale Is Immured in an ungodly solitude’ (137).

In the case of Psycho, these morally revelatory moments are not only asso­

ciated with Hitchcock’s use of the subjective tracking shot, but with an entire 

repertoire of shots that constitutes his style. The moaning of the film, then, and 

Us specific moral qualities, derives from the complex, not from one of its com­



ponents, and the film’s ideological/moral position is not a result of one of Its ele­

ments in (solution (’The tracking shot is a moral statement’ (138)), but the com­

bination, Interaction and fusion of all the elements that constitute a complex 

misa-en-scene. To speak of form is then to speak of synthesis of certain stylistic 

elements and to realise that:The meanings which are contained most securely 

within a film are those formed at the deepest levels of inter-relation and syn­

thesis,' (139).

Each formal element, thon, is less important for its independent value than 

for its contribution to a network of significant relationships which in itself is the 

expression of 'meaning'.

Consider, for example, the shower murder sequence In Psycho once again, 

/vs Victor I'erkins points out:’ If the emotional intensity of the scene’s action 

permits extreme imagery, it is also largely a consequence of it. The correspond­

ence between action, image, meaning and cffect is so tight that each maintains 

the others' (140). Hitchcock couid, (slncc this was all filmed on n set) for 

example, have moved the camera back and given us a series of long shots, of­

fered us a more detached view of the slaughter, but this distant view would have 

been Inappropriate to our experience of the scene, The spatial limitations wore 

not only physical but also related to the psychological/emotional enclosure.

To ask whether Hitchcock has found the form tosult his subject or thesiib- 

jeet to suit his form, is to become trapped In an existential chicken and ogg type



dilemma, Rather we should realise thatr'Extended and shaped throughout the 

whole picture such moments compose a unity between record, statement and 

experience’ and that 'synthesis here where there Is no distinction between how 

and whot, content and form, is what interests us if we are interested in Him as 

film, it is that unity to which we respond when film, as fiction, makes us sensi­

tive to film as film’ (141).

Tiiis study also lias been concerned with the consideration of the nature of 

empathic response, which is often associated with the concept of Identification, 

but empathy and identification should notsimplybe equated. Identification with 

the churacler enables the spectator to share in a valuable vicarious experience, 

but it cannot be isolated from our other active pleasures. Our involvement with 

characters and in their actions is only one part of a wider and more complex ex­

perience.

Tiiis Is exemplified by Hitchcock’s noted ability to bring about a displace* 

mcnt or transference of Identification in Psyrlm. We beginby Identifying close­

ly with Marion, and later displace our concerns on to Norman and Lila, lit is 

displacement of identification is achieved not simply by an exploitation of con­

vention (’Crime does not pay’), but by a change in the nature of the dmmotised 

situation. The first half of the film is nbuut concealment, whereas the second Is 

about search and revolution,



Furthermore, critics sucli as Robin Wood have accurately and subtly dem­

onstrated the audience's sense of complicity fn the criminal actions committed 

duriagthecourseofmanyotl-lltcheock’s films. As we have already noted, Wood 

claims that we are 'led to acccpt Merman Bates as a potential extension of our­

selves... we a!! share in n common guilt' (142),

Butwhat Wood docs not acknowledge, however, and the film neveradmiis 

tills explicitly, is that It also contains many dements (Norman's appearance in 

drag, the psychiatrist's speech, etc,) which allow us to specifically reject Norman 

as an ’c*(crHiim of ourselves’, and to allow us to see him us simply a mentol case, 

someone we can dismiss as a psychopath, The sense of complicity Is there, but 

It may be forgotten, and by offering us ’beneficial shocks’ (143) Hitchcock cre­

ates villains who function precisely ab scapegoats for oursfns, people who allow 

us to say at the conclusion of the film (wilh Mrs. Bates) I  didn’t do it; he did,

Thus, our involvement (s a mixtureof awareness and forgetfulness, of close 

Identification and detachment. In The interpretation nfPrcnrns, Freud writes 

of ibis dualism as part of the condition of dreaming; 'Whenever my own ego 

docs not appear in the content of the dream, but only some extraneous person, 

I may safely assume that my own cjjolios concealed by Identification behind this 

other porson;Ican insert my ego Into the con tort... there are a Iso dreams in which 

my ogo appears along with other people who, when the identification is resolvad, 

are revealed once again ns my ego...thus my ego may be represented in a dream 

several times over, now directly and now through idoniificatioit with extraneous



persons. By means of a number of such identifications, it becomes possible to 

condense an extraordinary amount of thought material. The fact that the 

dreamer’s own ego appears several times or in several forms in a dream is at 

bottom no more remarkable than that the ego should be contained in a con­

scious thought several times or in different places or conventions - e.g. in the 

sentence ’When I think what a healthy child I  was’ ’(144).

One might add thru dreams also involve the question of ’forgetting’, and 

that the above quotation suggests Hitchcock’s actual technique.

Nevertheless, the analogy with dreams and films should be treated with 

caution, as there 'aie important differences between the two, namely ’filmic per­

ception is a  real perception; it is not reducible to an interna! psychic process. 

The spectator receives images and sounds offered as the representation of some­

thing other than themselves, of a diegetic universe, but remaining true images 

and sound, capable of reaching other spectators as well, whereas the dream flux 

can reach the consciousness of no one but the dreamer' (145).

As a result, in our experience o f the cinema we may fee! powerful emo­

tions, but our intellect and judgement are never completely submerged. The 

subconscious does not control the film/dream as it does the real one, and as a 

result 'we can trace our reactions with a detachment which is unattainable in 

*  earns and very difficult in any rea\ situation of like intensity. We can analyse
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our dreams and our real experiences after the event. In the cinema we can ob­

serve our involvement while it is taking p!ace'(14S).

As Victor Perkins points out, this detachment allows us to appreciate the 

element which most distinguishes Sim and dn taa , navnely shijie. A film is the 

product of both its creator's conscious and unconscious, and it is therefore an 

organised experience, but one which incorporates the empathic response of the 

spectator into its pattern. Thus our involvement is as much a part of the Elm as 

itsmite-en-xene. The film maker shapes and controls a number of variables, in­

cluding audience identification in constructing his work, and in Hitchcock’* case 

audience response is often a key to the film’s meaning.

Furthermore, Hitchcock's ’identification effects.... often are unique, be­

cause he exploits the directness of our response in a very individual way. The 

motive behind our identification, not just the fact of it, is integrated into the 

structure and meaning of his films’ (147). Thus like Marion, we wish to escape 

to a private island. We leave home, assert oursoives, go out into the world, only 

to find there a distorted version of what we thought we were leaving behind.

Yet Hitch cock realises that fantasy is bo'.ii <]3:if"erous and essential, and the 

irony is that ’In Hitchcock’s world a  man’s moral and psychological integrity, 

even his physical existence, is threatened by precisely those desires and illusions 

which make life tolerable’ (148). As a result the protagonist must make a clear 

distinction between the world as it is and the world as he would like it to be. Esy-
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our dreams and our real experiences after the event In the cinema we can ob­

serve our involvement while it is taking p)ace’(146).
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Furthermore, Hitchcock’s 'identification effects.... often are unique, be­

cause he exploits the directness of our response in a very individual way. The 

motive behind our identification, not just the fact of it, is integrated into the 

structure and meaning of his films’ (147). Thus like Marion, we wish to escape 

to aprivate island. We leave home, assert ourselves, go out into the world, only 

to find there a distorted version of what we thought we were leaving behind.

Vvi'Hitcbcock realises that fantasy is both dangerous and essential, and the 

irony is that 'In Hitchcock’s world a man’s moral and psychological integrity, 

even his physical existence, is threatened by precisely those desires and illusions 

which make life tolerable’ (148). As a result the protagonist must make a clear 

distinction between the world as it is and the world as he would like it to be. Psv-
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chn explores, like no ceher wba} happens when one is unable to make that 

distinction.

Finally, the thematic bipolar antimonies presented in the film - fantasy and 

reality, good and evil, light and dark, guilt and innocence etc., are reinforced by 

ihe motif of doubling preserved throughout the film. This extends, not only to 

the mise-eit-scene, where it is present in,for example the mirror imagery, but also 

to the characterisation, and here the doubling motif is to be found in the pres­

entation of two sisters, Marion and Lila, two ’lovers' Sam and Norman, resem­

bling each other, and even two mothers - one a disembodied 'voice' tnNonnan’s 

mind, the other a stuffed 'body'And Norman’s ’transvesticismmay be conceived 

of as a desperate attempt to unite them’ (149).

In  fact, the pairing of a young, sexually attractive woman with an older sex­

less (at times as inVertiyndead) woman, is another familiar motif, and suggests 

the splitting of the mother’s two aspects - sexual attractiveness and old age. And 

Norman's murder/rape of Marion is, in effect, a re-enactment of his crime, a 

’performance’ in which Marion becomes the 'double’ of his murdered mother.

This symmetry is yet another aspect of the formal qualities of Hitchcock’s 

work, and yet another part of the rich and satisfying texture that the film pro­

vides. As Jean Luc Godard points out, this partly accounts for the pleasure tve 

receive in viewing Psvchn. 'People say that Hitchcock lets the wires show too



often, but because he shows them they are no longer wires. They are pillars of 

a marvellous architectural design made to withstand our scrutiny.’ (150).
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