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as if Fwas deliberately concealing her face, and the audience would have been
leery, [used that high angle in order not 1o give the impression that I was trying
10 avpid showing her, but the main reason for raising the comera so high was to
get the contrast between the long shot and the close-up of the big head as the
knife came down at him. It was Tike musie, you see, a bigh shot with the violins,

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

Orice again then Hitchoock is stressing the analogy between Him and music

and favouring form over content,

In the closeup of Arborgast, a plastic tube with hermoglobin was placed on
his face, ang then, os the knife went past it string was puiled, releasing the
blood. The sequence of Arborgast fafling down the stairs was a process shot,
achleved by first doing a separate track down the stairs without Arborgast and
then projecting this o1 to a sereen, The actor then sat on a chair in front of the
sereea and waved his arms aboul, By this means the action could be stretched
out and made to last longer, and also the falling became stightly unrealistic and
nightmarish and "the fesling one gets is that he’s golng down the staus back-

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

Finolly Arborgast lands st the bottom of the stairs (shot [590]) and a figure
rushes towards him and berids over him. Hitcheock cuts toushot of a hand wield-

ing & knife which, continulng the overali movement of the film, strikes down-
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wards, There is 4 ery and theti the knife comes up again, covered In blood, Then

1t strikes downward ngoin as the seene fades out,

We fadeinon Lilaand Semin the b From the two-shot Hitch-

cock ctits to amid-shot of Lila, In the background we can see part of Sam's body
his hands crossed, with his wateh very visible as Lila stresses how long Arbar-

gast has been gone, 'Sam, he sald an hour - or fess”.

"The rest of the seenc is strictured around two-shots of them or single mid-

shots, Lifa is getting restless and impatlent and trlos, Inan echo of the first scene

where Mark d simitar mothods, o persuade Sum to tk acti

sh tnds him (and us that 'pati 't run in my fame
ily', We recalt that it was Marlon's Impatience to be married that began this
wwhole trugedy. Finally, Sam decides to go out to the oid matel, leaviag Lila be-
‘hind in case someone phones, When lo leaves, Liln is left alone surrounded by
rakes and other instruments for 'seratehing and clawing, as the camera tracks

Inon her,

Thils geene fow dissalves out 1o & shot of Norman stonding next to the
swanp, We assume hat Norman hns just disposed of Arborgast's body in the
same way o5 be did Marlon's - burled it in the swamp, The dissolve links Acbor-

gest's death to the theme of entrapment,
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{fitcheock then cuts to a shot of Sam’s truck arriving a¢ the motel. Sam gets
outandealls:*Arborgast! Arborgast!”. The scene is constructed as a Griffith-like
paralie} action sequence whereby we cut from Sam to Norman at the swamp.
Tho Yast shot i¢ 2 tzack In from mid shot to close-up on Norman before the shot

dissalves back to the hardware store.

In a Jong shot of the store, Lila is in the back office and then she runs to-
wards the cumera until, in shot [609) she is in close-up. She is backlit and her

fe hidden and indi

She is in fact lit just like the murderer,
Onee again Hitcheock, through ourely formal means, links a relatively *inno-

cent’ character to a guilty o,

Thus Hitchcock uses images from the murder scene a5 refercnce points by

which he ch i to Mother, y links,through

atlitude and action, all the characters to Mother. All the characters are hound

into the pattern and ail are implicated in the guilt.
Sam returns and reports back, telling 3.ila that he found no one at the motel
exeept a sick ofd {ady 'unable to answer the door - or unwilling’, We see them

in twn shat, as they decide to go and see the deputy sheriff.

Wedissolve of Sheriff Al Chamb i " P

aguin the dominant movement is downwards) and passing between fwo classi-

cal clurnns annaineing hitm as the symbol of Justico. The scene is fairly amus-
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ing, but not particularly rivetting, as Truffaut notes: 'I felt a let-down during the
two seenes with the Sheritf.’ To which Hitcheoek replied: "The Sheriff’s inter-

vention comes under the headiag of what we have dlscussed many times before

“why don't they go ta the potice?" “They dow't g
because iU dullt, Here is a perfect example of what happens when they go 1o

the police. (102).

The duliness 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 {nformation(is
shot [641}) when he tells us that ‘Norman Bates’s Mather has been dead and bu~
ried inGreenlawn Cemetery for the past 10 years’. He tells us that she poisoned

andthen

the h i i that he

killed herself. Once again the origins of ali 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 filw's treatment of sexuallty which
cuts through the eharacters’ repressed attitudes by satirising them. For example
when the Sherift tells Sam and Lila about Mrs. Bates and her lover's death, Mrs,
Chambers says: "Norman found them dead together” and whispers In bed’, pur-

sing hex lips disapprovingly.

—wsa a
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Then§: lon-itMrs, B 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 M,

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

This is, in tertos of the film’s denouement, a complete red hérring, and the
question is never snswered. Hitchcock cuts to 4 close-up of Lila looking quizzi-

cat and disturbed, and the shot then dissolves out,

"The next sezne begins on a close-up of Norman’s hand on the telephone
recelver. He picks up the telephone and places it on a table, and at the same
time Hitcheock cuts on action to 8 miid shot of Norman, Nopman stands np and
watks across the room, the camera panning with him, This slight low angle once
again frames him, 50 that he seems iniprisoned by the architecture,(shot [655]),

He turns out the light and laaves the office,

We see the house in long shot, as Norman makes his way up the path. Once
again filters, or Infra red film have been used to make the clouds stand out stark-
Iy against the dark sky. We cut to 2 shot of Norman entering the front door from
inside, and pan with him os he begins to ascend the staircase. Then Hitcheock
cuts to a low angle shot of the stairense, 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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Many viewers have commented to me on Norman's ‘camp’ or effeminate
walk as he ascends the Staircase, and we are drawn to notice, consclously or un-
consclously. the character’s feminine side. He then leaves frame and begins &
conversation off screen with Mother as the camera begins craning upwards.
Ones the camera is over the set it turns around and looks down, so that it is in

a high angle position, exactly ke that of Arborgest's murder,

‘The main purpose behlnd this shot was to conceal from the audience the
fact that Motherwas dead and simply a corpse, 'l dor’t want to cut where he car-
ries her down to a high angle, because the audlence would have been suspicious
a8 to why the camera had suddenly jumped away. So I had a hanging camera fol-
low Perkins up the stalrs, and when he went into the room I continued going up
without a cut. As the camera got up to the top of the door, the camera turned

the stairs agaln. ile, I

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, i iced athing. Itwas rather

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

Hiteheock’s intentions notwithstonding, the effect of the shot is to com-
muniente to the audience exactly that sense of metaphysical vertigo which the
subject is dealing with at the moment - 'a sense of sinking into a quicksand of

unesrtainties or into a bottomless pit: (the camora position and movements)

T S
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communicates It by placing us in a certain pasition in relation to the action and

controlting our movements in relation to the movermients of the dcters’ (104),

this shot an aspect of ’s narrative
tmethod, namely his authorial intruston. In this sequence we can see that "Hitch-
cock’s narrotion copitalises on every permissable chance to display self con-
sclousriess, flaunt its superior knowledge, and musk its suppressive operations’

(108).

T .

s, Firstly, I 7

g hots confined toth s point of view, thus
giving us limited {nformation. And secondly the narration often intrudes and
comments frecly on the actlon by means of revelatory camera angles and sound

overlaps, like the one which follows.

And sa s tension is created between what the character knows anid what the
nareation tells. But of course the narvation does not tell all, and here Hitcheock
is dellberately withholding information from the audience, Thus "by exploiting
certain polar possivilities of the classienl schiemata of narration, Hitcheock's
authorial persona osclllates between being modest and omnf-communicative

within very narcow limits (he. presenting u single character’s point of view) and

flaunting fts by erucial {106),

e .
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Bordwell compares this method of narration with Preminger’s, whereby he
prefers to shift point of view between scenes, often moving from framing one
combinatlon of charncters to anothet, and witich results in Hlms which forego

both character ivity arid narrational And thus, while both

directors work within the bounds of cfassical Hollywood narration, their nar-
rative'methods ore very different, with the result that, as V.F, Perkins remarks:
‘Hitcheack tells stories as {f he knows how ihey end. Premipger gives the im-

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

‘While he carries her down the staircuse Mother demands that Norman put
her down. She doesn't want to be hidder fn thet 'dark damp fruit cellar', The
seene then fades 1o black, and then fades in on 4 shot of the church, with Sam’s
truck in the foreground, The sound of church belis Is overlald over the fade ont
through to the shot of the clwrch, and by this device Hitchcock narrationalfy fn-
vokes Mrs, Bates' supposed death, and therefore the enjgma of her continuing

Hife.

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

out. Lil d und Mes, Chamber, The. been

out to the motel and (as the nudlence alroady knows) there is no Mother, Nor-
man s slone, Fe tefis Sum that: ‘I know you're not the seeing fllusions type, but
fo womin was there and I don't belleve in ghosty', Fle suggests they report the

theft and Marion's disnppearance to the pollce, Then the old couple leave, Both
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Sam and Lila are dissatistied, and decide to go out to the motel and find vut for

themselves,
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CHAPTER SIX
FAMILY PLOT .

Shat {660} dissotves into a two shok of Lila and Sam driving zlong the road e
Inhis truck, The road behind them is once again a process back projection shot
pointing to the illusory nature of their quest, Lila says thats "We are going to : N
register as man and wife’ before they search the place, then onee again offer- ;
ing us an echo of the first scene of the film,since surely this is exactly what Ma- / * ” -
tion and Sam did, They too,must have registered us man 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 mozel.,

The camera yans from right 1o Jeft with it, Hitehcock then cuts to ashot of Nor-

man holding the curtain aside and looking out of g window. "This is cut with a |
long shot of Sam and Lila getting out of the truck fram Norsan’s point of view, i
"This Is the last time in the film (antil the Binat sequence with the fly) that we will "y

be given a shot from Norman's peint of view. From now an we will begin to

shire the consciousness of Lifa, and this sequence will serve to prepars us for

this thi f emotion from one ch to another,

AsTrulfaut noted: The viewer canstantly switches loyaltics and *when we learn
from the Sheriff that Perkins' Mother has beendead for $years, we agatn change

sides and ace against Perking, but this time it's sheer curlosity’ (108).
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Lita notices someone at the window and Norman then comes down to the
offioe, 50 that they may check in.We see ali three characters in the first shot of
the office,(shot [670)), but Sam and Lits are both reflected in the mirrcr on the
wall, building them into the pattern of recurring visual motifs of duality. The
first part of the scene is constructed around over shoulder shots frrming either
Sam or Lix or Normin, but then the rest of the scene consists of close-ups on
all thyes civwactets. Sum pays, «od while waldag for a receipt Lila says she will

80 o shead,

Lilewalks #id. .a% verandah and tries the door to cabin 1, which she finds
opes, She quickly che. 1, und Sara Joins her. They walk .0 their eabin, with
Norena watshiog thes, ut the shot of them getting to thoir cabin,(shot [688])

is sigaificandy st xii Noemun's point of view.

in the tabin 1. ita foecibd; atgues that she ane! Sam must, regardless of what
they find, s#.sch cabin 1. The tcene begins £s a t¥'p shot, but soon moves o a

close-zp of Lila, and then cuts to a shot from. 1+ p:oint of view on Sam’s

back, i L reserve acd e fa

her. They decide to begin their seaich,

“They walk along the verandah with the camera panning with fzem, and
enter cabin 1, Then they begin *e search, looking in cupboards and drawers,
Lila goes into the bathroom, and Hitcheock cuts to a high angle shot. S joins

heiyand while the high angle shot serves to stress their vuinerability, it also en-
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ables the shower rait to form a diagonal across the frame, thus contlnuing 2 fam- Y
{itar visua) pattern, Sam notices that there is o curtain, while Lila finds the

pleces of paper that Marjon had tried to Sush down the toilet,

Lila decides she wants to intatvicw the ald woman to fina out what shie had

tofd Arborgast. They leave the bathroom and Sum tells her she can't go up to
the house, When she asks why he replies simply: ‘Bates”. The cepeated pon tells -

us that *baits’ walt for anyone whio tries to discover what secrets lie in the old T

fouse, But Lila is adamant, and {ronically assures him that she 'can handfe a v oo LY

sick old womman', Sam will keep Norman busy while she tatks to Mother.

They leave the cabin, Sam moving off te the left, where he joins Norman L C,

in the office.Meanwhile Lila goes 10 the right, hoping to make her way to the Y

house. Lila’s movement around the carner s an image that parallels that of N

Mother's exit from ihe murder, and binds her into Payche’s pattern of gult. !

Herrmann's score, played low and bassy, begins as Lila turns the corrier,

She makes her way towards the old house, The sequence follows p by now fam- AN
ifiar technique, and is nade up of shots that track with Lita intercut with track- . PRU OV
ing shots from her point of view. Through her eyes we come closer and cjoser :

to the house, untit we reach the doar. Once again Hitchooek restriets the audi-

ence to share for a time the experiences of a single consciousness: *J¢ {has al-

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

character’ (109),
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Once again otr empathy is displaced or to another character, and by par-
sicipating { the action in this way 'the spectator becomes the chief protagonist
uniting in himself all the characters’ (110)

Theviewer i L bocause fti p

and here the suspense Is initiated by the sudience having more knowledge than
the character. Lila may believe she can handle a ’sick old woman', but we, the
audience, know that somowhers in that house is @ knife-wielding psychopath,

and that at any time death may strike.

Furthermore, we cannot stop Lila - whatever happens she is commitied jo
fincing out the truth, "Your central Hgure must have a purposc; that's vital for

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

(i

The forward tracking shots also serve to carry us further nside gownrds the
fite's dark seeret, right into the heart of darkness, By participating with Liln in
the exploration of the house we are forced to see cloarer and to see even those
1hings which we are afraid to see; ‘Suspense itself then becomes’ the embods-
ment of marnl purpese: or If "purpose” suggests something too cut and dried &

", then the veliele for coty 's

Mo with

sense’ (112),

"l
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‘The music comes to an ead as Lifa places her hand on the doorknob. This

shot breaks the rigorous formal technigue of Lila intercut with Lila's point of

vie {nité f d in the action, name~
v 2 parallel action sequence which will cut from Lila to Sam and Norman talk-
ing in the offics. The new mothod wilt be as rigorously employed as the ane

precedingit.

Lila walks into the house,{shot {730]} looks around gingerly and, aaticing
that the door is still open, goes over to close it. From the clased door we cut to
2 two shot of Sam and Norman talking in the office. Sam is aggressively chal-

lenging and het inta his space while Nocman, under Sam’s bar-

Fage of questions, has setreated to the right hand edge of frame.

We are struck by the physical resemblance between the actors, Anthony
Perkins and Joha Gavin, They seer almost interchangeable, reflections of one
another, In much of Flitchcock’s work the representative of good is often linked
10 the representative of evil (cf, especially Stranges on 2 Train, and Shadow of
‘aDoubr) on more levels than plot, resulting in what Rohmer and Chabrol called
the "ansference of guitt'(113) theme. But here all the characters and the audi-
ence by extension, since we empathize and identity 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 l' of

us.
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Sam says to Normans'Y ou're alone here; aren't you? Drive me crazy.’ Nor-
man repfes: '{ think that would be rathey an extreme sesction dont you?'. Sam
enwwers: 'Tust an expression” and Hitcheock then cuts to Lile on the stairs, Lilw’s
discoveries in the house then witl, this formal editing tells us, relate 1o the price

of solitude and how {t bears upor the threat of madness.

Now Liln begins lier explaration of the hovse, the house in which Norman
*had a very happy childhood", At the top of the stairs she knocks on a door and
calls: 'Mrs. Bates', There {3 no teply, Then Hitcheock cuts to a shot from behind

‘her, as she opens the door and enters the bedroom,

From inslde, we see & close-up of Lila enlering, and agati Hitcheock uses

b miethod of tose-ups of Lila with shots of her polnt of
viow, She sees the bedroom with Iis Victorian decor, und then sees a basin,
which echoes both Marior's murder and Motman's hand-washing, She sees the
Gireplace, looks inside » cupboard - all Freudian femfiivie imagas of enclosure.
She looks at the dressing sable, moves In cJoser to the cira, and then Hitch-
cock ¢uts to 4 shot of a bronzo cast of crassad fomale bands, He then - sud this
is unwsual for a il of this petiod - zooms in on the hands, ¢ is a strangely dis

turbing imuge, but one whis (i i fsexual re-

prassion, particulariy whon it i juxtaposed with the rase of the tietor - a black
cupld fn the enteance halh, the nude goddess statue [n the bedroom, the dress
ing tuble where Mother presumably besutified hetsetf, and the indentatina of a

single body tn n bed made for two,
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Lila sucdeniy starts as she sees herself in the mirror, her image reflected
twice over, Herrmann's score, fhythmic and tentative, which begins as she en-
ters the bedroom, now ceases as she goes over ta the bed and runs ier kand over

the outlined body.

‘Then Hitchcock cuts baek to @ two shot of Sam and Nerman in the office.

You ean see Sam reflected {n the mirror dréwing him too Into the pattern of

double Images. He harsasses Normar, asking him what he is going to do. i

Cominuing thoe Gritfith paraltel acton methad, Hitcheock cuts to Lila at -
the top of the stalrs again, vs she enters another bedroom, The house with its
three starfes, can be Jikened to the houses in dreams, read symbolically so that i
the thirae lovels represont Froud's tripartite divistons of the psyche Into super- k B

g, ago, and id, The eontroliing force of the super-cgo, whick orders and re- SN

prosses, i h the upper level; Srolefn
it the porfect focale for Mother's bedroom, The ego s on the ground floor and
the id, the focus of unconscious amoral Insinetive tmpulses, i to be found on

{he lower levels, the celiar.

InNorman's room Lila d
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further mystesies, unexplainied aspects of the man. But she is still no closer ta

the enigma of the house.

The entire sequence is shot almost exclusively in close-up, and Hitchcock
complies with his rule of varying the size of the image in relation to its émotional
importance, And he ensures that the audience is continually included in the
events, that they continue to participate in the action for 'if the camera should
suddenly become distant and objective the tension that's been created would be

destroyed (114).

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

quarrel, Norman w

four. Sam foflows ki, He tells Norman: 'I bet your Mother knows where the
money is... I think she wilt tell us’. Norman then reatises that Lila might be in
the hiouse, and he looks out the window. Hitcheock cuts to a shot of Lila mov-
ing down the stairs, further developing the dominant downward movement of

the film,

Hilehcock 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 usesit to
strike Samwho falls to the ground. Then Norman leaves the office, The violenee

is again treated in a stylized manner.
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Lila, descending the staircese, sees Norman running up the path through a
curtained window., She turns and runs, and then sees the stalrs that lead to the
ceilar, Almost magieally she is drawn to them, She runs and hides halfway down
the flight, as Norman comes in. In one shot (shiot [780]) we see Lild 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 os sk bas
4ins o ascend, but she looks dewn and from her point of view we sec a shot of

the cellar door,(shot {782]) Lita descends, the enmern jibbing down with her.

Fram inside the collar we cut to Lila entering, The ¢camera pans across with
her, as she comes 1o another door which she then opens, The cellar represents
the Id, but It also represents o sexusl symbeol {nto which Lila must enter, and it
is In this fruit cellar (Mather 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 o spiralling motif, as Lila descends into the depths. Inside
the cellar Lila watks forward and then Hitcheock cuts to a shot from her point
of view, We see an old woman sitting with her buck towards Lila, There is a bare.
tight bulb in the top of the frame, the light once again standing in for 'Mother’,
Liin ealls out: "Mrs, Bates’, and when there Is no reply she begins to watk for.

ward, the camers tracking back with her,

Hiteheock cuts ta a tracking shot from her polnt of view, moving in on the

immobile figure in the chair. Then he cuts back to Lila who walks right into blg
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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 begins to turn around, On ac-

tion, Hitchs comes into view. When

o4 choker’ cl p
her turn is completed, the figure does @ fittle jiggle announcing its arrival, and

we §¢e 1 mutimy grinning in death,

Lila screams when she sees this hideous apparition and i so doing, knacks
the light bulb which then begins to swing witdly. Lila screams in close-up and
Hitcheock cuts to the cellar door, O the soundtrack Lila's screams fuse with
the music which beglas the motif of shrieking vilins which accompanied the
shower murder, The light continues to swing, alternating the room [nto light and.

darkness, swishing shadows across the cellar,

A fignre now runs into the doorway and stands dramatically in the en-
trance {shot {795]). The figute, bearing a knife, demands ackoowledgement by
another theatrical gesture, similar to the one with which be/she greeted Marion
in the snower. We cut back to Lila's face looking stutined and frightened, then
back te the figure as Sam runs in bebind him, grabs him round the neck, and

holds the arm that wields the knife.

‘The camera begins to track in as the men struggle tagether, We see that it
Is Norntan as the wig that he is wearing begins ta slip from his head. Hisfeatures

are distorted as he grimaces and serms to struggle, not only with Sam, but with

PO )
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himself, The dress or theatrical costume that he wears begins to fall from him,

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

‘The camera moves into a close-up of the hand and the knif¢, 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

il now appy ision of lite in death - th deadd

are given the illusion of life by the fickering light,

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

out-this ing th i frelease. We
then cut back to Lila and then back to her view of Sam finally overcarming Not-
man, We then see a close-up of the wig which exposes Norman's fetish, reveal-

ing how impossible his attempt t6 become Mother really was.

The shadcws and light which alternate across the wig seem also to be sym-
bolically charged, suggesting black and white, pood and evil, the quick and the
dead. This duslity is present in the finai shot, the close-up of the corpse with the
light flashing across the empty sockets of the eyes, Here condensation roveals a
visual correlative of one of the #lm’s dominant and most profound thames, like
light and dark, reality and iliusion conront each other, making us rentise the fu-
tlity of Norman's attempts to convert the real world from what it is into what

he wauid Kke it to be,
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Hitcheock dissolves to a long shot of the imposing facade of the county
eourthousa, A crowd has gathored outside the building, This is followed by a
closer shot of the building and then a shot of the passage inside, Policemen and
reporters stand around waiting, Then Hitchcoek cuts to a long shot inside an of«
fice. The District Attorney and his Assistant st on the right, while Lila and Sam,

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

Sheriff Chambers tells Lila that he expects the psychiatrist to ges some
answers from Norman, and then he asks her if she is watm enough, Later in the
scene Norman/Mother will be cold and will ask for 2 blanket, and this question
serves to link Lila and Mother, The psychiatrist comes in the door o the left and
the camera tracks neross o the feft in order to centre him In frame,

The scene I around mid-shots of the p intercut with

Teaction shots of the other peaplein the room, The camera aftenpans atid tracks

with the psychiatri i nlm. Tt hards

ly ever from the psychiatrist's point of view, and this objective treatment 1§ un-
wsual in Psycho, but ins keeping with the scene which is purely informative and

wxpository.

Teis part of the film’s deviant nature to siructure the narrative in such a way
that the exposition comes towards the end of the fim rather than at the begin.

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




” £ e
I
I
14
i
i
i
O, Richman: Anc iow, the othar half has
Srcbably for i tm, |
el |
-
! .
' .
. N
v
. J
S i
v
!
i
i
il bl f . _ \
Olstlet Aftorneyt Woll, nowy fook, v
Inysam psvehiatrie sortad loa s )
lloviwald ke to cop—
o .
sl BIG] w0
"
0 . .
: . .
»;
e it




: Yes. Two,
Richman: Young girs!
Chief of Poice: Did he confess tow

vicinity of the motel, you'ilUhhave you any unsolved
misslng persuns cases on your books?

[313)

Richman: Like ) sald, — the mother—

[&201

Richman: Now to understand It the way | understaod it,
hearing it rom the mather, ~that s, from the mother halt
of he

murdered

[Kéa.of




Sichma Tiranshe met 3 man-—and I seemu o Norman
for this man, Now that
sshed i anc ha kied e both.

Richoran: Naw he was alrendy dangerously disturbed,

lingi y
thom e 25 1f there was no Sng el in the warld,
ic]

Richman; Matricide is probiably the most unbearable !I:ﬁmnn Ho bl the body Inthefuit cllr. Ev:n‘ w
i ‘ that st
s he was therg!
ind, pse. A el i began ,nl\elmhalfhlsl\le,m

fs24]

arey

o0 converaions, At ather times, Ui malher mlr oo over nf her he nssumed Lhat she was as Jeu\nus oV Rim.
complaicly. he was nver all Norman, bt e was Thexefare, (f hvs felt 2 strang stiraciion to

often unlvnm ther. worman, e meshe i o i v oWl d

[g2¢] [nae]

e




Richman: When' )lc met your sistar, he was 1ouched by her
= aroused by he.
fgaal

lchman; hntsemlh.he'lcumus mother ang

B Richman: Now a!w the murder, Narman retusned as If
*mother killed tha gldl”
[g32l

from 1 dleep siee;

Richman: And ke & duiful son, covered up. Saam: Well whv s ho— s ks it

afl
traces of the crime he was convinced bis mo'.hur ad

committed] [8“’1 R‘ﬂ

40




94

ing of the star hsifway thraugh the film, are Bagrantly broken also gives Psycho

its deviant status.

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

years ago, since he was iogically jeatous. The guilt b i at hav-
ing committed matricide was so severe that he tried to keep his mother alive by

stealing her cotpse and then pretending, by inventing conversations between

ke, il slive, Half of i "

iit an attempt to muintain the Musion that she was alive "But, when reality came. . “

100 close - whers daager or desire threatened that iftasion, he dressed up even e

1 B cheap wig he bought' and, since he displaced his own jealousies on to v “:'
Mothes, when Noraran was attrscted o woman Mother went wikd and had o Y e
Kl the obj is desis Mother, pe ity ’ i

and Nornan Bates fas ceased o exist.

Thi ion that i has often been criti.cised, butit
seetiis to me that the fiim is constructed to encourege the spectators’ scepti-
clsta. The charncter as portrayed by Simon Oskland is unattractive, smug and
<omplncent, He seems completely indifferent to the fatus of Norman's vietims

ond indeed to Norman himself, Furthermare the seene which follows will dra-

matise the resl tate, the aimost ofhis B

persong, to such an extent that the viewer castot help but rejoct the psychia- il

trist's glib simplistic hromides.
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Psyzha itsclf offers us another account of Norman's 'condition’ which we .

‘must now cansider, We have evidenced that the relationship between Norman

and his mather is u i ith clear sack it When
Marion overhears their argument, Mother shouts out: *Go on! Go tell her that
she’ll not be appeasing her ugly appetite with my food oc my soi, or do I have
to tell het because you don't have the guts, hey boy? You have the guts, bay?' It P ;

is almost as i she is pushing him into repeating the original act of matricide,

Mrs. Bates is one of Hitcheock’s heavy’ mothers, all of whom *constitute a gelm
galtery of ogres’ /115), and she prefigures Mrs, Edgar the resentful mothet In A
Mazule. E 2D

Marman {like Sncher-Musosh) out of his seise of guill, creates a flctional e
ualverse centred around the idealising exultation of love for the punishing

women, Norman's masochism makes of Mother "an idealised powerful figure

both dangerous and comforling' (116), Freud believed that oedipal conflict was v v Jo
the cause of masoehism. Fear of castration by the father led the male child to ) oo 'E
assume a passive position to placate the father, Beaten by the father or 4 fomale
who s @ substitile for Mm was 2 form of punishment for desiring the mother
and also 4 regressive dlternntive to it. The punishment acquired "libidinal excl

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

In.contrast o the Freudian view that the mother has little p: feal im- .
pact on her children’s development, Deleuze argues that 'the mother is the pri~ N
,
mary inant in the st Eihe istic fantasy and the etiology of N
T o wo . * .
T ’ ‘
N s

-
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the perversian’ {118). He sees masochism a5 originating in the pre-oedipal oral
stage of development, whereby the mother & both source of the infant's com-
fort and aiso depriver of pleasure, The perversion Is rooted n the fear of being
abandoned by the mothes, and the masochistic fantasy has as its primary desire
*duat unity and the complete symblosis betwsen the child and its mother’ {119),
The pronise of blissful retncarnation of the child, reincarporation of the child
irit ) the mother's body, Is exactly what Norman acts out by dressing in Mother's

clothes and sublimating iis own ego to hers.

Delevze also notes that while Idealising the mother the masochist denies
the father *the father is nothing, He is deprived of all symbolic function’ (120),
Psycho is natable {ac lts "shsence of the fatiser’ motit, Norman and Sam's fathers
have bo'h been dead for a long time, and certainly in Nosman's case the father
has llitle significance in his narrative Lila and Marion too seem to have no éathes
and only their mother is mentioned us Sam asks in the first sceme:’Dt; we turn

Mother's picture to the wall?”

"In general,* Jack Foley wrltes, *Hitchcock's "fathers" and "father-figures”
tend to be wenk - Honry Travers in Shadaw of . Daupt - or else, as in Family
Plat, Mernie and Bsyelg, "missing”, When they are dominant, they are usually

stionst partiall

captatnin Lifeboot, Joseph Cotton § Tiauhf, James Mason in Narth

by Northwast, the diabofical Cossidy in Bsycho'(121),

U ———
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Often this "luther-figure’ may be split into varlous aspects: *What we did
g to spilt this evil character into three people: James Mason, who ls attractive
and suave; hissinfster-looking seeretary; and the third spy who is crude and bra-
et {128}, Thegame might be applied to Shadow of a Daulot, where Juseph Cot-
ton and Henry Travers con be seen bs contradictory aspects of the same
*character’. Again 'doubles’, Foley suggests that such splitiing along with the fact
of "projection’ is indicative of an essentiaily paranoid structure, And; ‘Indeed
paranoia charaoteristicatly {nvolves not only a problem with the father but fixa.

tlon st the narcissistic stage’(123)

And here it should b noted thiat in interviews, Hiteheock has never men-
taned his relationship with his mother, but often relished telting the following

slory about his fulher; T suppose the earliest thing T can think of Is when my

father who and ratail fruit and atthe time, sent me
with a note to the local chisf of potice, who glanced at the littie piece of paper
and thea Jed me along a corridor and 1 was locked Ina call for five minutes. Then

Tre fet me out und suid,"That’s whet v do to naughty boys® (124),

Norman's fetishism 1s part of tis {dentification with the pre-oedipaf mother
and he also keeps his cuddly toys which are further manifestations of this fetish,
For 'most ehildren repardless of sex, use transitlona) objects to soothe the sep-
aration from the mother, }f the child eannot accommodate itself to this separ.

ation, the trangitional object may be retainod and fead to fetishism’ (125).
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‘This seane may olso b tobeaki v [ ditiy: the com-

bination of ihe domineering *father-figure’ psychiatrist (wha blames Mrs Bates
for the 1i:..cs), Mrs Bales (who blames Norman for the crimes) and Norman
{now entirely silont - children should be seen and not heard) suggests, as does

Eamily Pley, bt i \hie retuen of the “missing’ fathier

andtheres: -+ . of the *family’, Thisis reinforced by the casting: Robin Weod i

notices the physical resemblance between Gavin and Perkins (Sam and Nor-

man) and is aware of the film's narcissistic tendencies, but he does not notice P 1
the physicai resomblance of both of these actors to the psychiateisi us played by - k
Simon Oaklund. #

‘The psychiatelst, his performance over, takes out g cigarette and a police~
mian enters the room, This 's shot from approximately Sheriff Chambers’s point 4

of view, The paliceman says: *He feels a little chill, Can I bring him this blan-

ket?' The psyclifatrist shrugs and the Disw ict Attorney gives his permission,

We cut to a shot of the passageway 85 the policentan comes out, He ges- L ‘
tures to two colleagues and then walks away from the camers down the passage, {
The conters trucks with him until he teaves frame by entering the door to the
left, A feliow policeman has opened the door for him. E
i
+

We hald on the seeond pol dwe hear Mothier’; volee off-

"Thaak you', The Hest policeman then comes out and his colleugue closes the . N

door behind him




Hitcheock cuts 10 a long shot of Norman sitting in the corner of the bare
room witha blanketwrapped round him. The bottom half of ihe frame is masked
inthe Academy print and in the video. The camera then tracks in until Norman
is in glose-up. At the same time we hear Mother’s voice-over offering aself jus-
fification for her crimes and 4 condemmation of Norman.Her words mock the
pyehdatries sitiplistic explanation, This almost catatonic young man, thinking

1. @ iboughts s clearly irtedemabie and beyond our comprehension,

K »tbrwno assumes that this shot &s from ¢ vpoliceman’s point of view and
srgues thie "The bottom of this franm: is nusked to suggest the borders of the

winde throngh wilsh tie policeman is view ing (126).

Tdisagroe with this assumption £or three reasons. Fivstly, we have seen that
Hitclinock in keeping with his "purist’ principles, atways shows us 2 siot of the.
eluractet looking. ¥ nor before, 1hen ty conjnrwtion with, 5 point of view shot.
Tn this case, we hever see ashot of the poiiveman looking, and in fact the camera
‘pays him scant attention. Secondly, the masking s e the entire shot and in-
cludes thi: tracking in, i1 this was shot from: the policerann's perspective then as
we tracked in the window Irame would be left behind aad vould fail out of the
shot this is a track 1ot & zoom, after all). And finally, if this i from the polics-
man’s point of view, then the track in is completely uninotivated since he does

net enter the room at ali.
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The only possible explanation for the masking, it seems to me, is that when
the sequence was shot it was tomposed for wide screen 1:1.85 and the Acade-
my fransing was ignored, as & Tesult the tracks wisick wauld have heen lying on
the tioor wauld have beeq visible in Academy. The miaskingssrves to hide them,

Onee ggain the cameraman Russell is guilty of sloppiness.

"Mother tells us that she is just going to sit here and stare: “like one of his
stutted birds', recalling Norman's conversation with Mation, when he tald her
that his mother was *as harmiess’ a5 ooe of his stuffed birds, At that time he also
1okt Marion that be couldn't put Mother in an institution with the ‘cruel eyes’
studytng her, and Hiere hie reminds us of this, Mother says: "They are probably
swatehing me, and the audience fs reminded once again of their voyeutistic po-

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

Normsnlooks down and 1 lose-up of the iy on his hand,
Mother tellsus that she is ‘ot even going to swat that fly’, a0d we cut back to a
close-up of Norman's face o he smiles directly into the camera. Hiteheock then
supecimposes a shot of Mother's grinning death head skull over Norman's fea-
tures. Thls it held momentarily and then it dissolves into a shot of Marion's car

being dredged from the swamp.

For one extraordiaary moment then, we are offered a shot where ail three
images arc present atonce, 5o that v'e see in one shot (2) ashtot of Norman look-

ing diteetly a1 the camera; () & $hot of Mother's skeleton “whose skull flickers

i o e—
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briefly beneath her son's features and whose persanality he has now assumed;
and (<) & hedvy shain which seerns anchored to his heart, hauling up the murder
vietim's car which contains her corpse’ {127). This is a rich condensation where-

by the relstionship between all three is encapsulated.

“This shot then dissolves through to the shot of the car belng pulled from
the swamp. Reversing as it does the film's dominant downward movement, this
final shot of the film withdraws the audience from the dark depths of the swamp

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

Py

et
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CHAPTER SEVEN -
ICONFESS ‘
Hopefully this dissertation has revealed Psyeha to be a profound work of s

anxiety by one of the preat artisis pf anxiéty, ts major theme is universal and has .

much in common with botts Magheth snd Heart of Darkness. Butwhat distin- . g

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

the whole, not only the content but the method. Mt L

‘This study, then, and its particular methodology of examining the fitm em-

pirieally from shot to shot, has insisted upon exploring the relationship between w

form and content o the premise that Psycho is a Blm wherein 'the form does N -

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

acy o reverse the

che,{that is from the generul to the specific)and ask instead how this particular »
study cdn illuminate our understanding of the nature of film itself or contribute

to the development of film eriticism in general.

Taroughout my dissertation I have consistently drawn the reader’s atten-
tion to the formal qualities In Hitchcock’s work by noting how certain sequen-
s, for example the rain and windscreen wiper imagery when Marion arrives at B : .

the motel, pre-ech scene, Thisemp the

meaning of a Hitehcoek film is not an esoteric something cunningly concenled
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beneath a comouflageof “entertainment’; (but that) it Is there in the method,in
the progression Erom shot to shot. A Hitchcock film Is an organism with the

whola implicd in every detsil and every detalt related to tha whote' (129).

The study, then, pays close attention o Psycho’s sise-gn-scene for it Is in

Ihescene, in the inth

and the cuttlng from shot to shot that Hitcheock praduces meanings and relates
the viewerto these meanings, Thie~  ¢approach was nitiated by the Cahiers
crltics and 'the attention ton -to the extent of a certain histori-
cally necessary formalism is pru. At important positive contribution

of auteurism to the development ol  precise and detailed Eilm criticism engag-

isms oFvisual di

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

the basis of their themes alone’ (130).

But historically mise-en-scene criticlim was met with much hostility by
Anglo-suxon erltics, Tn Cahlers dy Cinema 93, in an article entitled 'Sam Ful.

fer; In Murlowe's Footsteps’ Lue Moullet supgested that film's claim to signific-

ance lay in lts i of tensions, fities and and that

the clnema Eavoured th i of vislor and exser N

gramme, "We hove’ he wrote *a strong aversion to would-be philosophets who
get into making films in spite of what fflm is’ and he noted that *young Ameri-

canfilm directors have nothing atall tosay' and praised Fulicr, sine in his work




o andhe dacst (131).

Thus, by a close analysis of Fulier's format style hie went so far as to cluim
that ‘morality Is 2 question of tracking shots’ (132), This dictum was {ntentlon-
ally provocative in its ime, for fts refusal o distinguish form from content, and
wag greeted with acidlc response by both Richard Roud and Penelope Houston
in Sipht sud Sound. Houston began her defence of traditlonal liberal values by
arguing that "Cinema Js sbout the human situation, not about “spattal relation-
ships™(133) and tha celitlclsm should examine flm primarily In terms of its

"ideas',

Th brouglt i h In attitades towards

film, but as Joln Coughle poinis out Moullet's statement {and presimably Go-
daed's squally outrageous the tracking shot s a morul statement'(134) seams
less seandatous than it ¢id 10 the erities of Sight angd Souagh:'if it Is consteued to
Indicate an swareness of the relattonships between strategles of ntise-on-scene

and the production of ieotopies’ (135},

Nowhere, Jt seems 10 me, is tiils relatlonship more apparent than when
Bhelicock exchanges one mise-en-scene strategy for unalher and £ have of all

times utiempted Lo alert the reader to thesa shifs b the loxt,

This can be further elucidated by notlier example which jmmediately

#pprings 1o mind, this pne from Renz Window, The plot concerns o news phiotos
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grapher who, confined to & wheelchair by & broken leg, gazes idly at the beha-
wviour of the naighbours scross the courtyard of his Greenwich Village upert-
ment, His observations leud him to suspect that one of the neighbours has
mardered his wie, Throughout the film, Hitchcock reveals the action only from
the protagonist's (Jimmy Stewart's) point of view, so that we only witness the

events that he sees, and only from fnside the apartment.

"This technique Is rigorously adhered to throughout, except For one small
scene 'a moment which erystallizes the themes into a single lesson’ (136). The
soene in question deals with the death of a neighbour’s dog and the camera ac-

tually venlures out into the courtyard to cover the 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 mioral sig~
nificance as articulated by the owner "You don’t know the meaning of the word
nelghbour’ and as Chabrol polats out’From then on the implications of the

seene become vertiginous: responsibilities press upon one another at every im-

aginable lovel k gocentric world: y el

on every scale Is immured in an ungedly solitude’ (137).

In the cuse of Payeha, these morully revelatory moments are not only asso-
clated with Hitchzock’s use of the subjective tracking shot, but with an entire
reportoire of shots that constitutes his style. The menning of the film, then, and

Its specific moral qualitios, derives from the compiex, not from one of its com-
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ponents, and the flm's ideologieal/moral position is not a result of one of its ele-
ments In isolution ("The tracking shot is a moral statement’ (138}), but the com-
bination, Interaction and fusion of all the elements that constitute a complex
niise-en-scatic, To speak of form Is then to speak of synthesis of certain stylistic
clements and to realise that:"The meanings which are contained rost 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

Sor s contribution to a network which in Jtseltis the

expression of 'meaning’,

Consider, for example, the showar murder sequence in Psyeho once again,
As Victor Perkins polnts outs’ If the emotinnat intensity of the scene’s action
permits extrams {magery, it s also largely a consequence of it. Tle correspond-
ence between action, image, meaning and effect is 5o tight that each maintains
the others' (140). Hitcheock could, {since this was all filmed on a set} for

example, have moved the camera bhack and given us a serfos of long shots, of-

feredusa Jetached view of the sluughter, but thi view have
Dbeen inappropriute to our axpetience of the scene, The spatial imitatlons were

not only physical but nlso ralated to the psycliological/emotional enclosure,

To usk whethier Hitcheock has found the form to sult his subject or the sub-

Jeet tosult his form, Is to become trnpped In an existentlal chicken and ogg type
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dilemma, Rather we should realise that:"Extended and shaped throughout the
whole picture such momients compose 4 unity between record, statement and
experience’ and that 'synthesls here where there Is no distinction between how
and what, contént and torm, is whas interests us if we ase Interested in film ag
fitm, It i3 that unity to which we respond when film, as fiction, makes us sensi~

tive to film as film’ (141).

Titis study also has been concerned with the consideration of the nature of
empathic response, which is often associated with the concept of identification,

butemp i ply

the character enables the spectator 1o share In a valuable vicarious experfence,
but it cannot be isoluted {rom our otlter active pleasures. Our Involvement with
chargcters and in thelr actions Is onty one part of a witler and mare complex ex

perlence.

This Is exemplified by Hitchcoek's noted nbility to bring about a displace.
ment or transference of fdentification in Bsyrha, We begin by Identifying close-
ly with Masion, and later displice our concerns on to Norman and Liia, This
displacoment of identification Is achleved not simply by an exploitation of con-
vention ('Crime does not pay’), but by a change in the nature of the dramatised
situation, The first hulf of the film is sbout concealment, wherens the second ls

about search and tevelailon,
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Farthermaore, eritics such as Robin Wood have aceurately and subtly dem-
onsirated the audienee’s sense of compticity in tite crimtinal actions committed
during the course of many of Hitcheock’s films, As we have alteady noted, Wood
chims that we ure "fed to acecpt Morman Bates as a potential extension of cur-

selves... we all share in 0 common guilt! (142),

But what Wood does not scknowledge, howover, and the fflm never admiis

this explicitly, Is thiot it afso contalns mony elements (Norman's appearance in

dsng, 1b speech, etc.) which atlow us to sp 3

asan ‘extension of shrselves’, and 1o allow us to see himas simply a mental case,
someone we can dismiss s & psychopath, The sense of compHclty Is there, but
itmoy b forgotien, and by offering us "beneficial shioaks’ (143) Hitcheock ere«
ates villalns who function preelsely as seapegoats for our sing, people who aliow

s 10 33y at Uhe conclsion af the fim (with Mrs, Bates) I didwt do it; /e did,

Thus, our s mixture eness and of close

and InThe fon of Drangss, Freid writes

of this duallsm as part of the condition of dreaming: "Whenever my own ego
does not nppear in the content of the droam, but only seme extraneous parson,

Tmay safely assume that my own ogo Jies concenled by [dontification bebind this

other porson; 1 can {nsert my ego Inito th h )

Y peop swhenth

are reveuled once ogein ay my eg0...thus my sgo may be represented in u dream

several times over, now dlrectly and now through identification with extraneous
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‘persons. By means of a number of such identifieations, 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 ro more remarkable than that the ego should be contained in a con~
scious thought several times or in different piaces or conventions - ¢.g. in the

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

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

that the above quotation suggests Hitchoock’s actual technigue.

Nevertheless, the analogy with dreams and films should be treated with
caution, a5 there wre important differences between the two, namely *filmic per-
ception is a real perception; it is not reducible to an internal psychic process.

Th

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 consciosness of no one but the dreamer (145).

As a result, in our experience of the cinema we may feel powerful emo-
tions, but our intellect and judgement are never completely submerged. The
subconscious does not control the filmy/dream as it does the real one, and as a
result “we can trace our reactions with a detachment which is unattainable in

dreams and very difficult in any reat situation of like intensity. We can analyse
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our dreams and qur real experiences after the event. In the cinema we can ob-

serve our involvement while t s taking place’(146).

A5 Victor Perkins poirils out, this detachtnent 2iiows us to appreciate the
element which most distingnishes fitm and dnacz, namely shaye. A film is the

praduct of both its creator’s conscious and unconscious, and it is therefore an

ised experience, but one which i patii f the
spectator into its pattern, Thus our involvement is as much a part of the Blm as

itsmise-gn-ycene. The film maker: d number of vark in-

and jn Hitckeock's case:

audience response is often 3 key 1o the Hinvs meaning.

Fusthermore, Hitchcack’s “identification sffect

often are wnigue, 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 bis films* (147). Thus like Marion, we wish to escape
ta @ private island, We leave home, assect oursclves, go out into the world, only
to find there a distorted version of what we thought we were teaving behind.

Yeri . .

sy essential, and th

frony s that T Hitcheoek's world a mai's morat and psychologieal inegrity,

even his physical existence, i precisely

which make life tolerable’ (148). As & result the protagonist must make 2 clear

distinetion between the world as it Is and the world as he would like it to be. Pxy-
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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 place’(146).

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

element which most distinguishes filtn and drears, namely shape. A film s the

‘prodhct of both its creator’s conseious and ancomscious, and it s thercfore m

orpanised experience, but one which i th pathi of the

spectator into its pattera. Thus our involvement is as much a part of the film as

i The film maker shapes and controls a rumber of vasiables, in-

and in Hi 's case

audience response is after 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
structore and meaning of his films’ (147). Thus fike Marion, we wish to escape
to 2 private 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,

“y*Hitcheock reatises that fantasy Js both dangerous and essential, and the ‘
irony s that 'In Hitcheock’s world a man’s morat and psychological inegrity, B

evenhis physical existence, i by precisely those desires and illusion

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

distincticn between the world asit is and the world as he would like it to be. Pgy- R
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chg explores, ike 10 other i, what happens when one s unable to make that

distinction.

Finally, the thematicbipolar antimonies presented in the film - fantasy and
reality, good and evil, light and dark, guilt and innocence etc. are refnforced by

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

h , where it i i irror jmagery, 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-~

B i . i i ied 'voice’ in Norman's

mind, the other bady’And. i ived

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

Tnfact, the pairing of a young, sexually atiractive woman with an older sex-
less {at times as in Yertign dead) woman, is another familiar motif, and suggests

the splitting of the mother’s two asp 1 attracti Idage. And

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

*performance’ in which Marion becogies the ‘double” of his murdered mother.

This symmetry is yet another aspect of the formal qualities of Hitcheodk’s
work, and yet another part of the rich and satisfying texture that the film pro-
vides. As Jean Luc Godard paints out, this partly accourtts for te pleasure we

receive in viewing Paycho. *People say that Hitchcock lets the wires show too
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often, but because he shows them they are no longer wires. They are piliars of

2 marvellous architectural design made to withstand our serutiny. (150).
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