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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),

e e
G




v j
§
| 0
7
~
-
N
e
:
nm)—-lncvmcnnkmnmﬂaxamunh(ov\\erw1~ + Oh.
ot Thoug 1 gk vou u o .
W
N 5,
L3N
=
i
'
v '

i












85

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.






































































































































































