DISPLACED EMPATHY: NARRATIVE TECHNIQUE, STYLE
AND SUSPENSE IN ALFRED Ht TCHCOCK’S PSYCHO

Joha Henry Heokham

A Dissertation Submiited to the Facolty of Arts, University of the
Witwatersrand, Sohannesburg for the Degree of Master of Arts

Johanneshurg 1988




DISPLACED EMPATHY: NARRATIVE TECHNIQUE, STYLE
AND SUSPENSE IN ALFRED HITCHCOCK'S PSYCHO

HOOKEAM, John Heory, SLA, Uabversity of the Witwntersrand,
1988.

YR e IAL. % o™ T L0 07T enpatts eapesis anging from dhe fage

a7 Lt 40 AT L e o Acfredd Fhastooek’s Baspkin, Thraughout

Php AL T w30 P EAr A e g8 TR0eg s fen erne gharacter O ane
Eoes b o st Me @ eyt e mseatual whih enafigren between heing
B R s T Dara U 1 1 e veduenioes depend upan the

(BN A

Booser et res e nar 0 mra 2 e, heeeme 3 foretn of the flm's

Boommee Bpichois w o seail a kg atietga sl 204, P This

SR SR e ety e et s the Bl toxs empincally by of.

fen gttt et 3aie a1 M en s ene

Heromi s tenensdon a1, o7 st ol sty whine work bimds together nar-
sanve, ige, skt and gedicive ivolseaent. Fach elestent sustaing and

suppasts the xlipy predueitygt a ol ind varied sythesis,

)
)




- - M o I3 7 .
n . . i
.
£
DECLARATION :
1 declare et thes dissertatnn o my wan unaded waek. 1 bomg submtetied
for the degres of Master sf Mgt e the Vnseomnnty o the Wasaterwand, Julan-
weaburg 18 has vt bees vt sted Welore s 3ny degtoe nf camananon many joon
3
sk Vst B .
£
i
0N
ota tenas Hhedtiam :
P
Jiglr b o S e Thes
»




TABLE OF CONTENTS

CHAPTER ONE; RICH AND STRANGE

An fotreduetisn

CHAFTER TWO: EASY VIRTUE
Marion's Theft and Flight

CHAPTER THREE: THE BIRDS .
Arrival ot the Mote

CHAFTER FOUR: TORN CURTAIN
“The Shower Murder

CHAPTER FIVE: THE MAN WILO KNEW TOO MUCH ..

Arbogast’s Murder and the Aftermath

CHAPTER §IX: FAMILY PLOT ..

Allis revealed

CHAPTER SEVEN; 1 CONFLSS ..

A Conclusion




CHAPTER ONI

RICH AND STRANGE

‘The last ten years have produced a formidable body of theoretical and criti-
gl witing about the cinema, Much of this writing has been an attempt to for-
mulate a 'scientifi¢’ approach to criticism and to free the discipline from the
bondage of ‘critical impressionism’ eriticism of the kind which Brecht called
‘merely a collection of primitive culinary woises’ noises which range fromYum

yum!" to "Ughi’(1}

These attempls to systemise criticism have resulted in the development of
new schools of thought, each with its own set of values and parameters of in-

quiry. Much of the discourse is complex, and there is 2 range of material and

opinfons mostly i by

p Since the ges to our
traditional modes of critical response and are often couched in a highly techni-
cal vocabulary (or ‘jargonese*) there have been 'charges that film theory and film
stulies have become alienating and obscurantist’ (2). In reply to these charges
Catherine Belsey argues that *This is an easy way of evading conceptual challen-
ges.... {for) of course jurgon exists but from a perspective in which ideology is
held to be Inseribed in language, so that no linguistic forms are idelogically in-
nocent or neutral’ (3). And in order to question current ways of thinking a naw

Innguage, one Inscribed by a different ideology needs to be applied. For, ’to re-




sist sl linguistic innovation by implication is to claim that we already know all

there Is to kuow.’ (4),

Nevertheless, it seems 10 me, there are two disturbing tendencies within
tha new diseourses that need to be aiiculated. The first of these is the split be-
tween theory and an interest in films themselves. Thus Todorov declares that
"the object of structuralism and semiology .. is the literary discourse itself rather
than the wotks of literature.... such analysis will discover in each work what it
has in common with others or even with i other works: it will be unable to state
the individual specificity of each work'(S). This has resvited in disturbing {to me
al feast) studics, for example Mel2’s Bsychoanalysis and Cinera, wherein the

author offersan ull- with minimal reference to any

films, Rather, it seems to me, any theoretical practice needs to be tested against
one's wetual experlence of existing lexts for,the cinema can be understood only
in relaton (b the filmg that are being made, and rew fiims can and must enlarge

and atter our ideas of what the cinema fs.' (6)

The ¢ Is"acertain 10 forget about what
adequale data in the headlong rush ta keep up with the latest developments in
hawe eultars' (7). For example,in the Cohiers collective text on Young Mister
Lincoin, there are at lens: ten identifiable mistakes in the reading of the fitm as
anysne who has watehed it on an editing table will attest. These kinds of mis-

takes are often the resulls of academics who are trained in other fields like lin-

guistics, applying to film studies without sufficient of




the technical aspects of the medium (see for example Rothman's reading of the
masking in the last sequence of Psycha and my questioning of this analysis),

Whatever the reasons, shoddy research {s inexcusable.

‘This study then nttempts to avoid these symptoms by rigorously subjecting
Hitehcock's Psychio to an empirical analysis of the film’s mise-en-scene by look-
Ing at he "eomposition, harmony, the placing of actors and objects, the move-
ments within the frame, the capturing of a movement or a le;-* in short the
Intellectval operation which has put an initial emotion and a general idea to

work' (8),

This has been achieved by a close study of the video capy of the film, and
by running through the shots one by one, freezing the frame, ninning back and
slowing the movement down, so that T was able to scrutinize al} aspects of the
film, The illusteated sereenplay was also helpful in this regard, but in all cases I
have used the video as the principal text, and when there were discr.epnncies be-
tween the two, the video always took precedence. This aceounts for the occa-
slanal non-sequentiat shot numberings In the illustrated text, Furthermore, in
deseribing the action, I havs broken the film down into shots not since the shat
{s seen 2s the smallest unit of meening, but simply since the splicing together of

mark

one shot to another belween ffered an ensy and familiar

which facilitated differentiation,




The strategy 1 have adopted when approaching the mise-en-scenc then, is
one {n which the theoretical position is implicit, and in whish different discipli-
nary perspectives have been brought to bear on the material. This inter-discipli-
ary approacit is nat intended fo be 4 plea for eclecticism in film stdies, nor
will ft, Thope, be confused with methodotogleal iimidity. On the contrary, it is
written in the firm helief that the only film criticism that is worthwhile is located

within a solid framework of theory,

‘The psyehoznalytical approach that informs much of my analysis encour-
ages this syntheiic reading of the film, As Melz remarks: *Psychoanalysis cannot

be the only discipline d in the study of the ¢ ic signifier and that

its offering has 1o be asticulated with others' (9). This is because Lacan’s read-
ing of Freud is based on the assumption that the structure of the unconscious is
the strucwsre of language - 8 rensonable enough premise il one concedes that
*ail the material available to the analyst is verbal: what Is analysed in the psycho-
anajytical interview i not the patient’s dream bui the patient's report of his

dream’ {10).

‘The psychotnalytical approach presumes that films and dreams are, at the

wvery least, siblings, For *(th andthe

indulgence of phantasy which when pushed further enter into the definition ¢
dregming and sleep’ (11), Bui this is with the acknowledgement that the
dreamet Is hardly ever aware of the fact that he is dreaming, whereas the spec-

tator is always consciously tware of the fact that he is watehing a film.

g




Freud describes dreams us the 'disguised fulfilmant of repressed wishes’
(12). 'These wishes have been subject to distortion and adopt a veil of disguise.
tt 1 impartany, then, to distinguish betweeuis the mantfest content of 2 dream
and the latent drenm thoughts, All dreams are meaningful, and the meaning of
the dream fs the cause of the dream. The mechanisms which serve to change and

distort the latent content into the manifest content, Freud called condensation,

and secondary

Like dreams, films con be treated as the fulfilment of wishes and must sirai-
larly be subject to distortion via the sclf-sane mechanisms, What we see when
we watclya film is its monifest content, To understand the latent content we
must do work on the film. We must read the text for "Dreams and art are nat
merely finked because they fulfil wishes, but because both have to make use of
stratepics in order 1o overcome the resistance of consciousncss: *work’ is done
by the dreamer and the actist to transform thelr primitive desires into culturally

acceptable meantngs’ (13).

The essence of condensation is that in the manifest content one sy zan
stand for o preat muny assoclutlons. As Freud expressed it: 'Drcams are brief,
mengre and laconic in comparison with the range and wealth of the drinm
thoughts' (14), Ho also catied this process ‘overdetorminntion’, which aften re«
sults in an ambiguity which is most clearly demonstrable In the way condensa-

tion ireats words or names, Thus, in Pyeho, Norman Bates traps birds by leaving




*bait’ for them, He then kills them and stuffs them, Likewise he feeds Marion
before killing her, and she *eats like a bird’ and has a bird name - Crane, His
awn name, Norman, is almost an anagram of Marion, and it also points fo his
sexual andropyneity for he is neither woman, ‘Nor-man’. Furthermore we can
see condensation at work in the powerful image when Norman, sitting in the

pariour beneath stuffed birds of prey "becomes simultaneously the bird (from

his resemblance to it) and its vietim {from his position under it) * (15). S

Displacement is a process whereby the emotional charge is separated from
its real object or content and aached to an entirely different one. Freud cites

as an exam);ie a dream 8 woman had in which she strangle: white dog.

Through analysis and free association he concluded that t~ anwas feeling

resentful townrds her sister-in-law and in the dream the emolion of resentment,

ESS

even of murderous halred, is displaced from the image of the sister-in-law on to

that of the animal,

The shower murder s thenint.  -.me sense, an example of displacement

at work, Norman would like to sleep .th Marion. He displaces his desires on
to Mother, who carrles out a cruel parody of the sexuai act by stabbing Marion
to death. Norman's pathological jealousy of his mother has also caused hira to
displace this jealousy on to her, 5o that she will become jealous of anyone s~

man i attracted to.




Condensation and displacement often take place together since : ‘one of
displacement's most notable virtues 1s that it encourages condensation and even
enables it to ocewr’ (16), For Lacan and Metz, metaphor and metonymy are lin-

3 di di 1 di

what P

but the parallels are not exact.'When condensation bagins to form, things start
to pile up on top of each other creating new relutionships rather like the work

of metaphor' (£7),

This sttempt on Me:z’s part to situate the homology between linguistics
and psychioanalysts is similar to my own mettiod, but I have chusen to retain the
ferms ‘displacemant’ and ‘condensation’ rather than metaphor and metonymy,
sinee § feel that the psyehioanalytic phiraseology §s 2 more exact deseription of
the *dreamwark’ or in this case, the "Flmwork’,

D is a simple to and the parallel be-

tween dream and Gilm is here clearly apparent becanse by far the ‘grcatcst part
of remembered dreams are vivid visuol images and *if motion pietures had
existed when Freud was writing The Interpretation of Drenms, they would have
provided himwith the precise unnlogy for dramatisation by visual imagery, which

he considered charncteristic of dreamst {18),

Symbols ure anather way in which the latent content is translated into the

manifest content of dreams, Freud learned about thewm by studying ditferent




sources « fairy tales and myths, jokes and folklore, poetic and cotloguial linguis-

tie usage.

In dreams, symbols are used almost exclusively for the expeession of sexual
objecss and relations, but this s not always the cose in other fields, e.p. films, and
*the interpretation of any symbol, howeyer pubtic, hus to be mediated by the
context In which It s fonad® (193, This { have at all times attempted to do inmy

raading of Rsycho,

Sceondary elaboration is the outcome of the dreamer’s natural tendency

i k B fthe dream. D

consist of fumbled ideas, fragments of memory und emotinaaily charged experi-
ences which the dreamer elaborates upon to make them capable of expresston
in wards, or to conform to a narrative or have some kind of order or signlfic-

ance.

Films are already warked upon and given some kind of narrative structure
by she fitm maker, but In addition to that, viewers themselves elaborate upon
the film text, Thus, ‘readers not only work on texts, but texts work on readets,
and this nvolves & complex doubie disleatic of two bodies inseribed in langnoage’
{20), Consequently my reading of Bsycha is ¢ highly personal one, and desplte
the rigorous application of o methadology, T am simply cupable of illkminating
the text und offering asingle .cading of ft, Certainly other equally valid readings

tre possible and indeed destrable,




Finally, in the now legendary Truffaut interviews, Hitchcock has com-
mented at length about all aspects of his working methods. This study conse-
quently quotes liberally from those interviews. This is not done in defiance of
D.H, Lawrence’s axiom about trusting the tale and not the teller: indeed what
an artist says about his work should not have any more vatidity than what any-
bady else says about it: its values can only be assessed by the test to which one
must subject al} criticism, the test of applying it to the ast in question and asking

oneself how much it contributes towards either understanding or evaluating it.

% I :
Nevertheless, it should be remembered that Hitchcock constructs his films ’
around how he belicves an audience will respond -"You have to design your films ‘; :
justas Shakespeare did his plays - for an audience’ (21). Any discussion of em- ; o
pathyin hiswork must, therefore, take i £ Hiteheock's working - £ *
ods and iis intentions, For, "every Hitchcock film is a contract whose terms, o N

implicit but unambiguous, undertake to pravide the audience with particular

emotions codified even more formally than in genre films, from an oeupre irre-

ducible to any genre(22).




Finally, in the now legendary Truffaut interviews, Hitchcack has com-
mented 2t length about afl aspects of his working methods, This study conse-
quently quotes liberally from those interviews, This is not done in defiance of
D.H. Lawrence’s axiom about trusting the tale and not the jeller: indeed what
an artist says about his work should not have any more validity thee what any-
body else says about it: its values can only be assessed by the test to which one
must subject all criticism, the test of applying it to the art in question and asking

oneself how much it contributes towards either understanding or evaluating it.

it should be that Hitcheack his Blms

aroand how he believes an audience will respond -"You have to design your films

justas Shokespeare did his phuys - for an audience’ (21). Any discussion of em-

pathyin his work reust, therefore, sak Hitcheock's working meth-
wds and his intentions. For, "every Hitchenck film is a consract whose terms,
{emplicit but wnambiguous, undertzke to provide the audience vith pasticolas
emotions codified even more formally than in gente filus, from an aeuvre irce-

ducibie to any genre*(22).
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CHAPTER TWO

EASY VIRTUE

Bsysho's stylized credits in severe black and white were designed by Saul

Bass, and iti i The. i ha:

this stylised. ivisation” of the credit assigning it a

range of functions’ (23) and here the words and names are wrenched apart sug-
gesting the forceful splitting up and division of personality. The musis, too, en-
ters into the system of narration and Bernard Herrmann's score for violin and
cello s imbued with colouristic effects comi .. n in 'films dealing with amnesia,
shock, suspense, neurosis and kindred psychological and psychiatric themes.
“The music counterpart of the troubled mental states.... is a musical style which
emphasizos vagueness and strangeness, especially in the realms of harmony and

orchestration’ (24).

Truffaut contends that Hitchcock often opens his pictures "on a symbolic
note’ (25); and Psyeho begins with a panoramic view of the city. The camera then
begins to pan from left to right, and as it does we cansee the lines of the build-
ings on the edges of the frame bend inwards indicating that a wide angle lens
was used, There i5 a dissolve 10 4 slightly closer view of the city streets as the
title ‘Phoenix, Arizona’ appears on the screen. In mythology the phoenix is the
bizd which rises from its own ashes Just as Mother will rise up and live again in
the form of the bewigged Norman Bates, The bird Imagery, which will become

important later on in the film, is also heteby introduced,
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The cawners continues to pan from left to right and there is a dissolve to a
still closer shot of the city as the title Friday, December lith.' appears on the
sereen. The title dissolves out and the panning motion continues, Then the
camera seems to hesitate, unaware of its destination and then, as if arbitrarily,
to continve panning and zooming in at the same time. We zoom in on an apart-
ment block and dissolve to a closer but still long shot of it with the title '2.43

pm’

The filt then ‘opens by making us aware of time and ends (exoept for the
releasing final i. ¢) with a situation In which time (Le, development) has

ceased to exist \..6). We dis to a high angle closer shot of

[4]) o5 the panning and zooming continues. But this the dowa-

ward movement of the film, and from now until the end of the film almost all
the movement of the fil will be Sownwards plunging us into the depths of 1o~
neliness and despair. We now cut to a close-up shot of a window (shot [5)) and
the mismatching of the decor indicates that we have moved from location to stu~

dio, from the apen exteriors to a closed interior world.

‘The camera beglns 10 track in and enters the window under the venetian
blinds. The room is dark and the camera slowly puns from left to right, opening
up the irls to adjust the E-stop to the darkened room, This is done unobtrusive-
Iy the' ‘opening-up’ hidden in the camera movement and the ‘invisibility of the

technique s typical of the classical Hollywood ciniem. The pan continues until
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we reach the two chioracters, Sam Loomis (John Unvln) who stands over a bed
onwhich Mation Crane (Janet Leigh) is lylng, He Is bare chested and she wears

awhite brassiate and siip.

“This openng sequence is characteristically Hitcheockinn: *in pictures that
don't open up with violence you almost invarlably apply the same rule of expo-
sition: from the furthest to the nearest. You show the city, then a building in the
clty, x room in that building, That's the way Psycho begins' (27), And as Truf-
faut observes, this movement is a generyl principle of Hitcheock's working
method 'that's one of your rules: from the furthest to the nearest: from the smal-

lest 10 the biggest’ (28)

And, like the crane shot In Younp end {nnocent, Fitcheock 'used a similar
shot in Notorious startding with the camera set up high above the large chande~
lier the shot takes in the whole recention hall to wind up on o frame of the key
in Ingrid Bergman’s hand’ (28), In that instance Hiteheock notod that he *sub-
stituted the language of the camera for dialogue. In Notarjous that sweeping
movement of the camera is making a statement, What it’s saylng i;: *There’s &
Targe reception being held in this ouse, but there is @ drama here which no one

is aware of and, at the core of that drama s this tiny object, this key® (30),

So too in Psgeho, the camera Is 'making o statement’ for in genceral we can.

say ihat the movi % 1t partof theworld

with another, The panning movement therefore suggests a connection between
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the world nt large and what happens in that room to those people. The general
is to be found in the particular, Furthermore, the hesitancy of the camera and
its aimost arbitraty movement suggests that almost any room could have been
pickod, and that the story it revesled would have ac much significanca as this
story; of rathar that this story has universal significance, For clearly *the effect
Is of random selection: this could be any place any date, any time, any room: it

coutd be us’ (31},

‘This moverent ‘also allows the viewer to become a Peeping Tom’ (32) and
the nudience-as-voyeur will become an important element in Psyeho's makeup.
In the context of the entire film, the scene carries strong overtones of the Freu-
dian 'primal scene’ - with the audience in the position of the child seeing his par-

pulating, Thi i Bazin’ the

soxaality of Film itself: *nlone, hidden in a dark room, we watch through half-
oper: blinds o spectacte that is unaware of our existence’ (33). And again "an in-

vaslon of privacy, the quasi-obscentty of viewing' (34).

Furthermore, the opening movement in the fitm {s from Nght to darkness
and Psyelio will speak to us of the eternal and the finite, of befng and nothtog
ness, of life and deatl - but seen fis their naked tuth' (35), So begins our jour-

ey into the heart of darkness,

On Sam's lino You never did eatyour lunch, did you?’ we cut to a close up

of Marion's meal which Introduces the theme of appetite, Their furtive love
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making snatched 1o a hotel room at iunch hour seems both shameful and humil-
iating, and Hitchcock "wanted to give a visual impression of despair andsolitude
in that scene’ (36). We cut to 2 medium two-shot of Sam and Marion (shot [7]),
who lie back down on the bed and kiss. The camera tiits with them, and then
tracks in at an oblique angle. Marion’s line: *Hotels of this sort are not inter-
ested inyou when you come in, but when your time is up..’ is ominous and fate-
ful; an Intimation of mortality in ancther hotet room. They talk of matriage and

Marion's despair motivates her getting up.

We cut to awider angle shot (shot [8]) and the camera tracks back disguis-
Ing its movements by incorporating it with Marion’s walk forward, From shot
{10] two mujor themes are presented: the dominance of the past over the pres-
ent and the influence parents have over their children’s lives. Mother’s picture.
must be turned to the wall, and Marion and Sam cannot marry since he has to
pay off is dead Eather's debts, as well as alimony 1o hls ex-wife, The insistent
tendency of the past to repeat itself in the present is a familiar theme in Freu-
dfan theory, and in analysis this is called ‘transference’, *Elements of trans-
ference turn up in every relationship, We recreate in a friend what we felt for a
sister or brother; in a spouse what we felt perfiaps for a parent.., the intpoctant
thing is that they keep recurring’ (37).

‘The fllm's title could be a shortened version of efther psychopath or psy-

is (or through a of both) and

or "repetition compulsion’ informs all aspests of Psycho from the central theme

to the repetition of certain motifs in the decor. In shot {11] this is apparent in
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the use of mirror imagery which suggests other sides of personalities while re- .

peating them,

Marion’s line: "They also pay who meet in hotel rooms’ is an ominous fore-
boding that prepares us for another meeting in another hote! room where she

wilt indeed pay for her sins, L

‘This entire scene has been constructed to favour Marion as Sam is gener-
ally in fong shot in the background, and his argumeas against marrioge seem a
poor case against Marion’s yearning romanticism, The camera encourages the -

audience to participate in her predicament by tracking in on her line: "I'll lick

the stamps’. This tracking shot initiates the subjective approach which will be

used from now until the shower scene,

‘We now dissolve from Sam to the interior of an office locking out on to the

street, Standing outside we can clearly see Hitcheock making his obligatory ap- .

pearance, Th it i butrelate to the major
themes of his fllms insome way, In Dial M for Murder, for example, Grace Kelly
hes killed a man tn self defence, but her ‘jealous husband has planted evidence
to make it appear as it it was a pre-meditated murder, and thai she killed the
man bcause he was blockmailing her, Hitcheock makes 2 very unobtrusive ap-
pearance in this fllm, seated in » photogruph placed on the mantelpiece, Like

his herolne he Is "framed” as It were. In Steangers eno.Tralu the principal matif

e e e ————————
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Marlon: Oh, it pass. Hewdaches are

Tou forget them as seon .xi they fiop
7]

Laroline: My mother's dacior gave th
1o me the diy ol my wedding,
22]

fike resolutions—
harting,

vem Caraiv- Teddy was furious whon he

found out 14l taken tramquilizers!

Carallne: Tedy callod mo—my mother Caroling: Oh, your sster cafled to say

cafled to seq if Tadly called-

241

she's going ko Tugsan 10 do some

buyi
buying [_2 5]

o,
 Pre got somet

tava you got some aspirini

Caraline:

weekend, ane —

nd she'll b

R4

thing—nat aspirin.

one the whole




Cassidy: Say, you girls DUGHLLR get your boss 0 alr-
condition you 1521 Ho w.ﬁiﬁﬁ: today,

i

Lowery Ofy, Aerion, will sou gut the coplus of thit deed Cassidy: Yoah, tomorrow's the dayl My swoet litla yirl,

raady for Mr, Cassicy?
2] [2e]

%
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of the flm is that of doubles, and Hitchcock makes his appearance carrying o

double buss, ‘

Here he wears a stetson hat, which links him through condensatien to
Cassidy the business man who belleves he can buy off unhappiness, The scene
{ntroduses n major theme, that of Interferinig purents, and Hitcheock is both as-
socinted with the interfering parent and is cleacly interfering in his own

daughter's (Patricia Hi g , Caroline,

Cacoline’s mother interferes in her Jife by phoning to check up on her re-

ip with her and by giving her i her day. N

lyi he praspect of th that fifled Coroline with ap- L
prehension, "That her mother's doctor prescribed the tranquilizers suggests that
it was a tradition of the woren {n her fomily to face sex only in a tranquillized
slate, What Is astounding {5 Uhe nuity offhand ease with which she makes public

her fear of sex’ (38}, '

Inshot [27) Cassidy and Lowery emter e afflce and th i

with them, Prom shot 28] Cassidy sits on the corner of Marlon's desk and be-

gins to flirt with her, Mo tatks of his doughter's wedding and shows Marfon o

Chier. We inded of Marlon’s owi wish b 5

and through 4 process of condensation or 'over determinism’ she begins to us-

soclate marrloge, money tnd the buying off of unhappiness.




Ao tomron sh sancs ot sveus un up thare
bt gms marrled away from e, [2¢)

Lowetys Came on, Tom. My offfca Is afr-conditioned.

(a1] »

‘Caudyr and she nover had an knkappy Gy in any ono

of those yoarst
[30]

i e T R Ser——lim—



Cassidy; Do you knosw sehat 1 do wbout unhappinesst
‘buy It oFf, Are th—are ymﬁf?v

Cassidy: I'm buv\ng his ouse for rmy ‘baby's weddlng
present. Forty thousand dui:\a s,
34,

sidy: Now that’s—-that’s nat buvmg happiness, That's
|usl—buy!n! off unhappine;
fas2

Gassdy, | pever carty more than | con afford t lose!

Count '

[22]
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Lawery: Tom, uh-~cash transactions of this sizel Most Cassidy: Oh, 50 what? It's my private imor eyt Now it's
Trragadar ‘Yoursh

o]

w21




.owezy: Tomr, uh—cash Uansactions of this sizel Most

{rregutart [ ] yourst
41

Cassldy: Oh, 50 whiatl Its my private money! Now it's

[42]

o7

e e




~unpose we put i In dw Aule and thens
oty mering e v i gine

Casmdy: Oh, speaking of fealing good,
where’s that bottle you said was In your
[44]

Cassidys Ohvoit

kS
" " -
: + N : B
S
B i
|

s,
Gastays You know, uh—~sometimes | can keep my mouth

i#]




Cassldyr Lowery, | am dying of i
hestazsanie” 1 ¢

Lowery: | dant cvem wont 1. tho olfice Lowerye wel got hu to ivo us

wrer ond Fuinn e sale
deposit box i the bag agdw

Carollne: Ho swas lating sith you.

fe1]

cheek'on Monday, instead
(1]

Catallg: | s he st bave roviced my wadding i
[s1]
»




Markun: Uh—My. Lowary, 1f yau dan't mind, [d ilke 10 go

Marions Tho copics.
" riglt an home afta the baok. | hava a slight headache,

(2]

£




From shot [30] on, the scene has been chereographed to enable Hitcheoek

to cut from an over-shoulder two-shot on Marion, to an equivalent matching

one.on Cassidy, This g together -t i convens

tiona but by placing Cassidy on the edge of the table, Hitcheock is entting from
 high angle shot to a low angle one, and both compasitions offer us images of
entrapment, For, although Cassidy is presented to us from a low angle which
normally would make him seem imposing, here he is boxed in by the ceiling, en-

closed by the decor.

From shot [50) the men enter Lowery's private office, and Marion puts the
money in an envelope before she joins them. She tells Lowery that she has a
slight headache and would like to go straight home after the bank. Then she

feaves.

Carcline offers her pills 1o knock out her headache, and Fitcheock cuts to
aclose-up of Marion (shot [54]). This draws our attention to her remark, giving
it weight and emphasis: *You can't buy off unhoppiness with pills', she tells us,

but. lyshe lias b inp off.

2 commodily to her. We cut to a long shot a5 she leaves, and the camera pans
with her and then lats her leave frame, Hiiteheock holds for an unusually long
time ona pleture on the watl; n dreary landscape with a road teading nowlere,

"This suggests her journey into the unknown which follows,




ATy ol
Cassidys You go right on bomol Giecause re snvd s Sowery Ulsof coure, Do o e 1
o gsl o sl urgclvng o e sinkin Miarion: Unjust 2 headache,
donel Right? 9]

‘Cassldy: Woll, what you nged 1s g wekond In Las arlow U ol 0 spand s woskand I bed.
Wegas~iie playground ai ;_)5 jmlldl Thank you.

Carolises Aranl yau golng 10 ke the  Mariont Can't buy off unlinnnioss sty
‘st They Tl knack that headace aut, gﬂm ¥ auesy 1 go puc this monay in the

~ifien o home and sleap it off.
3] Eal fss] .
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Yo dissolve Lo shot {S6) Marion dressed in o black brassiere

and slip. She contes In lrom the feft of frume und then looks rowards the bed,
The esmera tracks in and tilts down onto the bed, revesling the envelope witl
the $40,000, The camera the'r pans across to the left to an open suitcase with

Murion’s clothes init.

Thi : L 4 ion of the

Wordlessly but with Herrmann's delerministic 'loaded scare, we are given in-
formagiors, The seene Is coded in that Marion’s white brassiere has been ox-
changed for 3 bliek one, as she exchanges innocence for guili, Her gaze tells us

1he reason for this guilt, and the moving camera beging to make conncetions,

Unlil hich tends 10 sepacat dinto different untts, the mov-
ing camera connecls one pank to another. Sa herc the 1t down connects Ma-
rlon's black lingerie with the money ang the pannlng shot connects this to her
packed suitease. With the greatest economy we know that she has decided to

steal the money and leave town.1

: wosan p ol e hama s
v Acadomy grin, - B of e damera
10 mm prits g g
oot 1133 edameraman, Frosuroanly

Fotiort urks

avaceight o bavo oemed
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The scene is silent, except for Herrmann's musie, which begins over the

trackin onto th lop 5 f decision. The shots t

tured in a manter which will become famitiar to us, and which is characteristic
of Hitcheo. , i.¢. we first see g close-up of Janet Leigh, and then we cut to her
point of view: 'I'm what they call a purist in terms of cingwma, as rutch e3 T ean
be; L' inclined to o for the subjective, L. the point al visw of an individual.
So that visually you do a close-up of him, then you ofiow .+t %e it looking it

thers you cut back to the close-up, an thenyou sea his reastion’ {55,

This method of editis h to the Kate sh 7 7d Pudov-
kin’s resulting theories of montage. In the experiment i elose-up o ar actor

showing| ion, thet i i Wwascut togetlie: Wi Bt ofn owl

of saup, then the same shot of the actor was cut tn, foilawed by a shot o v smif-
ingyoung girl. Audiences were nsked to respond to the matorial. and inall cases
they apporently feht that in the first shot, the actor was hungry, and in the sec-
ond shot he uppeared happy, yet the same shots of the actor wers used

throaghout.

izch this method of ige most effict in Rear Win-
Zaw, and he clearly had great faith in montage’s ability to manipulate audience
response. "He looks and now we cut to what he sees and you show a womea:: hold-
ing & baby in her arms, then you cut back to him and he smiles. Now tike away
the middle plece of film, Have his close-up and insterd i+ catting to a woman

with 2 baby, cut to a girl in a very risque bikini,







|
i
3




Now you use the same smile, but you've changed him from a benevolent
gentleman t0 4 dirty old man only by changing one plece of film and that is the

pawer of montage' (40).

“This kind of montage he.ch peint ofvie

isalmost iik whereby ience displaces its re

sponse to a particular shot on to the close-up of the character, and in Hitcheock
it aliows us tn experience directly what the character is experiencing, It is as-
sumed that as we share the protagonist's perception we begin more closely to
identify nnd empathize with that character. Certatnly the film is canstructed in
this way singe 'It (has always) seemed natural {or me to put the anttience in the

mind of  particular character’ (41).

This seene 2ls6 introduces the first of a series of pre-echees of the shower
rrder. For, firstly the plan of Marion’s coom is stmilar to that of the motel, and
secondly in shot {59] as she leans to the 128 to put on her shoes, in the back-
ground we can see into the bathroom with the showar, and the shower rose is
clearly visible. And, throughout the scene, s she moves about, the camera
moves with Jter, revealing this shower rose on 4 sumber of accasions, The scene
also re-inforces the motif of doubles and other sides of personalities through its
use of miceor imagery in shot {61], Fiaally, after some deliberation, Marlon

places the envelope with the money in her hundbag and leaves the room.
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And s0 Marlon begins the journey that wifl lead her to her death. We dis-
solve to ashot of her behind the whee! of her car (shot [68]) and ther we hear
Samy's volee: Marion, what in the world..what are you doing hiere? What ls it,
Marion?' We thus have access to her thoughts, to her stream of consciousness.
Then we cut to a shot of Marlon's point of view (shot {69]), We have a street
scene with pedlestrians crossing the street in front of Marion’s car. It is a process
back projection shot which gives the scena a heightened, theatrical, almost sur-
reat quality, This Is relnforced by the sound track, which is similarly stylized, We

Tear no traffie nolse or crowd nolse, but only footsteps tzeated to give & *hollow’

effect,
Psycholsa film interi about ical states rather
{ fological issues, and thus thi trentment reis s the claustro-
i i the film: "The enti icworld which the film

portrays I8 invreasingly isolaled, increasingly withdrnwn and interfor, It is the
curridors ot the mind with which we are conceracd not of the broader vistas of
& country or a people.Because it examines pointedly private worlds, Psygha s

paradoxically among the most universal of films' (42).

We then cut back to ¢ close~up of Marion in shot [70} and then to a shot of
her peint of view in shot {71), Flore we set her boss Mr. Lowery and Cassidy
crossing the rond, Lowary smites in acknowledgement, We cut to Marfon smil-

In varvously back at him, and then we cut to a point of view again as Lowery
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hesltates, peshaps wondering what Marion is doing driving around town, She

said she had a headnche and was going to bed.

We ci:t back 1o Marion looking apprehensive, and then the lights chiange

el she drives off looking back towards Lowesy,

Now we dissolve to  shot of the road coming towards us from Marion's

point of view, and then we dissolve back 1o her face, The lglt outside 1s grow-

ingdarker; nightis ing to fall, We cut dwith )
ling past, their lights on Marion.She pulls buek from their orightness in the next

shot (shot {78]), And then wo dissalve out.

Hitcheock is rigorous in his use of the close-up of Marfon cut to her point
of view method, and it is exactly the same method we witness in almost sll his
£ilms, For example, in Noxj by Northwest, when Cary Grant is moving towards
the Frank Lloyd Wright house, ho employs the same structure - Cary Grent/
Cary Grant's peint of view: Cary Grant/ Cary Grant's point of view, atc. Iisesms
reasonnble to assume that not only Is this structure desigred to encaurage the
viewer to identify with Marion by showing her perception but also that it cane
not really be read any other way: "The fllm is a system of signals that can be read
one way only, and where cach signnt is designed to produce a specific effect me»
N - To—

tiowlously ussigned to its in

mtethiad {hat is strlctly Pavlovien’ (43). And closrly Hiteheock himsell believed

tht the design of his films allowed him to control audience response: 'Psycho
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Tast night, from sleeplness, So | decided
@ pull over. 23]

Tareiman, Thera are planty of matels in
his aroa, You shauld'ves) nienn, just u

Im safo~
a2] "




-

aclon: § 6 /% Intond loslmnuﬂ PG Ptimans o, i 4 sty wrongl

st pu!len var, Have | broken Marlan: Then Tim freg to got alom Of courie o, A | actng a
193] i snmmhlng{w "

Fllmlmb‘hl ankly, yes.
& s m ot

ras | Maslonr 1y thore vl 10 told you  Patolmans Novw, fex s maviont] T
Pabotmar . :tz

lcer's Bothing wicy,-~axcapt that Il your motor off, plcase
i3 by and oyl gany p my e B2l

Patolmant May [I 309 jmm st o Wit
3 Proman: Py
917




... ARIZONA 69

L-709

140
SHAND CANYON STATE

e s ree——— ———



PP




23

has a very interesting coustruction and that game with the audience was fasei~
nating. I was directing the “iewsts. You might say 1 was playing them like an

organ’ (44).

‘We dissolve to a shot of Marion's car parked alongside the road in broad
daylight. The shot is compositionally balanced by the telephone pole dividing
the frame, and this balance between horizontal and vertical objects imposes at-
tistic form on an increasingly chaotic simation. This particular compasitional
balance will be repeated fater at the motel. As Traffaut observed: 'l must say
that the architectural contrast between the vertical house and the horizontal

motel is quite pleasing o the eye', To which Hitchcock replied: ‘Definitely.

That's our composition, A vertical block and a horizontal block’ (45).

A State Highway patrol car then pulls up and reverses behind Marion’s car.
A policeman gets out and knacks on Marion's car window waking her vp. She
is startled and from her point of view we see the paliceman in shot [85]. The
wide anghe lens used on his close-up brings him more directly into contact with
us, and at the same time distorts his features, making him both grotesque and

fearful,

In 2 film which explores the molif of the gaze, this is the only character
whase eyes we do not see, and it serves to distance him trom us. He is watching
Mation and us, He {s safe from our gaze, while we are not safe from his. Hitch-

cock is also exploiting owr {and his) fear of the police, since e is *still scared of




24

policemen. In fact, I don’t drive a car an the simple fact ihat if you don’t deive a
BT yOu can't get a ticket, I mean, the getting of a ticket to me it a rather sus-

penseful matie (46).

The policeman tells Marion that: “There are plenty of motels in the ares.
You shoul have.., | mean, just to be safe..” (shot [92]). The irony of this state-
ment s of course only apparent later, since he now sends hiet 10 exactly the place.

whare the will be least safe.

The policema gets suspicions and asks to see Morlon’s licence, The scene
is canstructed for the audience to feel anxiaty and to wish for Marion's escape.
Hitetteack befieves this 1o be a normal sudience response and ’a general nile...
When a burglar goes into a room all the time e is going through the drawers,

the public is generally anxivus for hin’ (47),

Finally the policeman decides to let Marion drive off, and Herrmann's
music, now becoming more frenetic, suggesiing fight, accompanies her, This

scerie i yet again around ¢ ip shots of Marion cut with shots of

her point of view, and is reminiscent of similar shots of Seotsy following Made-

leine in Yertigo,

Mariow’s point of view shots of the road are very deterministic and fatalis-

tie n quality as the road rushes up towards her. On het close-ups we can see the

her head with the poli following, Th de
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in the studio with back projection, and therefore they have u slightly unreal

quality, Thi iy the fupel J poi of her aitempts

to eseape the past, This is an vureal escape.

“The policeman then turas off on another road, w4 Marlon sighs with re-

tief,

‘We dissolve from a close-up of her face to a shot of the car driving into a
used car for. Marjon climbs out of the car ang walks down the lot. The cameca
tracks with her (shat {1251). "This shot is intereut with tracking shots from her
point of view on the number plates of the cars in the lot. Ones again we are

drawn into identifiesiion with her consciousness,

8he buys a paper from a stand and pages through it, presumably looking to
see if her ¢time has been discavered and reported yet. Ag if in response to her
fear, the policeman sreives across the road (shot [128]). The audience sees him

but Marior. does not. She reads the paper and walks back into the ot,

“The policernan's behaviour has been rather sirange. First he let her go, and
now he suddealy appeurs o8 i€ fom nowhere, Why? Jean Douchet suggests that
this is un example o the oceults "The very appearanco of the cop, rewminiscent of
the motar eyele cops in Coctenu’s Qtplieg, belongs ta the domain of fantasy. He
is at one und the snme time canscicnce and the Angel of Order dispatched for

o last asternpt for selvation,But he cannot save someone who does not want to
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‘Marion: O, fust put it here. piesse, Thank you.
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be saved. Ithe reader-spectator is familiar with the notions of magic, be knows
that the audience's wave of hostiity prevents the Angel from accomplishing his
mission’(48).

‘Marion is joined by the car salesman, California Charlie, She is startled by

his opening line: "I'm in no mood for trouble'. Charlie offers to have his mech-

anic look her cer over, and as she leaves, Marion notices the policemau (shot
[136]). She then walks down the lot and the camera tracks with her. She stops to

fook ata car and is then joined by Charlie. She decides to buy this car and when

Ttake ityou canprove
that that car is yours’, he says, Marion asks where the Ladies' room is, and the
camera tracks with her and Charlie in two-shot, as they walk off. Marion looks
aver her shoulder and this is intercut with a shot of her point of view tracking

away from the policeman.

She enters the bathroom, the camera in a high angle position. Marion takes
the money from her handbag and we see a mirror reflection of her, reminding
15 again of the duslity of human natare, She counts the money over the basin, a
shotwhich pre-echoes Norman's hand washing, again binding different parts of
the flm together quite formally, She counts up $700, and then Jeaves the bath-

room.

She joins Chartie wha is a lttle uneasy and suspicious, Then he reluctant-
Iy agrees to the sale, and thoy go into the office. Hitohcock cuts to the police-

man who turns his car round and drives it into the lot. This shot serves to




27

comgrass time since the signing of forms would take considerably longer in real i .
time, and thus It drives the nacrative forward while malntaining audlence inter-

est, 9

Mation and Charlie come out of the office, and again she notices the po-
liceman. She quickly climbs into her new car and drives off. She is stopped by
an off-screen shout. It is the mechanic with her suitcase and coat, She lets him
put them on the back seat and then drives off in a hurry, The policeman joins

Charlie and the mechanic and the threy watch her leave, The entire scenc then -

has served to illustrate the pointlessness of her attempts to run away and make

anew life with Sam, Whatever she does is observed!, She exchanigss her car for N

another, but all this is done with the knowledge of the policeman, Wha is she
fooling? Clearly no one, But even knowing this she goes on with her plan as if

driven by forces stronger then herself,
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CHAPTER THREE
THE BIRDS

The futility of her escape plan is further re-inforced in the travelling shots
of Marion which foliow, The stots are again studic process shots, and the back
projection serves to create a heightened unreal cltyscape. Once again we return
ta the pattern of mid-shots of Masion intercut with shots of her point of view,

and apain the siructure Is catried through rigorously.

Naw we also begln to share Marions thoughts, what she imagines other
people to be saying about her. First she imagines 2 conversation between Char«
lie and the policeran, and then ane between Lowery and Caroline, Lowery is
concerned about Marion not coming ia to work on the Monday morning. In the
shots through the windsereen, from Marion's paint of view, afternoon gives way
to evening, and evening 1o night, "As the warld before her datkens, there is a
darkening of the mood of the scenes invoked by the voices culminating fr

Cassldy's rage and threat of vengeance’ (49).

Siguificantly Hitcheock cuts to a tighter shot of Marion framing her in a
choker tlose-up, This break in the shot strueture is as characteristic of Hitch-
cock os bis rigid adherence to & particular pattern, and demands out attention.
I Nozth by Nogthwest, Hitchicock likewlse emphasizes James Mason's pafn on
learning of Eve Murle Safnt’s betrays! of him, by similurly breaking from the
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Cary Grant/his polat of view structuse, to cut to & low sngle shot on James

Mason,

Cassidy's words bring pleastire to Marion, and she imagines his rags and in
partieular lis thrent -"Fwon's kiss oft $40,000, i get it back, and if any of it is
missing I'll replace it with: her fine soft flesty’, Rothman points out that this fan-

tasy has a masochistie aspect, Cassidy lacks the power to make gaod his threat

10 mak paywith her fine soft Desh, *fantasy of being
subject 1o murderous violenze (a fantasy destined to be fulfilled) also underlies

the seenes Marion imagines® (50},

‘Underlying the scene i, however, also a sadistic fmpulse vamely t0 inke
vengeance against the likes of Cassidy: men who regard Marion as a piece of

fiesh to be bought and consutmed.

Immediately we ¢ut to 2 5hot of the road as the first drops of rain begin to
fall, This pre-echoes the shower murder, the hiss of the rain pre-figuring the
naise of the shower and the windsereen wipers swing buck and forth reproduc-
ing the rhythm of the kaifs blows. As V.F, Perkins points out: 'Punishment
becomes less completely arbitrary by virtue of this sequence of pre-echoes, It
becgmes appropriste not 1o (Marien's) actlons but to her attitudes, She is de~

stroyed by lasfon of foross. g within ber own. the savage

equation of sex and punishment, the self comforting conterpt for others

"desires” the dirty old mun deserves to losc his money’ is a short step from 'the
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filthy siut deserves to losc her life'. It belongs to the same arder of psychotic rez-
soning, ImpHicated as we have been {n Marion's thought we cannot entirely re-

fuse the gullt of Mother’s actlon’ {51).

Then the motei sign appears out of the darkness and the water, Blurred
outlines and the oblique angles of the shot conjure up a mood of unreal strange-

ness: "This motel which contains deep dark ugly secréts about a twisted and

demented soul rises up int ! tike the Freudian id, that h

of repressed wishes and motives buried deep within the unconsciousness’ (52).

‘The manner in which these pré-echo sequences operate and the relation-
ship that exists by linking one sequence to another in this purely formal manner
has, it seems to me, a profound significance both for Hitcheock's art and for any
understanding of the relationship between form and empathic response. For
Hitchcock has aiways insisted that his art is a formalist one: ' am interested not
50 much in the stories I tell, as in the means of telling them’ {33). Style was for

him, then, at least as important as content,

"When I say that I am not interested in content, it’s the same as a painter

{not) worrying about the apples that he is painting - whether they are sweet or

sour. Who cares?It's his style, b inting them, that" hy
tion comes from, the same as in sculpture. Any art form is there for the artist to

Interpret it in his own way and thus create an emotion’ (54).
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Furthermore Hitchcock always insisted that this style was almost salely re~
sponsible for empathic and emotional response in an audience, T don't care
wbout the subject matter: I don'’t care about the acting; but I do care about the.

picces of film and the photography and the scand track and all of the technical

that made i cream, 1 feel i ing for

s to be able to use this cinematic ast to achieve something of a mass emotion,

andwith Bsycho finitely achieved this. It wasr
the audiences, nor was it a great performance or the enjoyment of the novel,

They were aroused by pure film’ (55).

This implies then that che cinema is a formalist or even an abstract act,
whereby the repetition of certain visual motifs can be likened to the repetition

of motifs in music. In fact Hitchcock has always insisted on stressing the anal-

ogy between fil ic, and Jikeaing ki ing methods to those of acon-

dutor, Thave tosayk i to though maybe not d d

condueting an orchestra without a seore’(56). Ot a composer: Twould prefer to
wekte all this down however tiny or owever short the pieces of film are - they
should be written down in just the same way a composer writes down those little

blagk dets from whici we get beautiful souad® (57).

Hitchcock then cuts to an objective long shot of Marion's car pulling up
outside the motel, The low bass nates in the strings are drawn out, and the rain
saund continues loudly on the track. Mation climbs out of the car. This is fal-

lowed by a close-up shot from behind her s she enters the office. She finds no
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one, comes back out, and the camera trseks with her as she moves to the corner
of the motel building. She looks up, and we cut to 4 Jong shot of the house, Ma-
rion now in elose-up looks, and we see a closer shot of the house. There Is alight
in the windows, which makes the building look tike a face with two eyes staring

out into the night, She, and we, natice a figure passing by one of the windows.

Marion then goes back to her car and hoots, until a figure leaves the house
and ruris down the pathway. Norman has an usnbrelia in his hond, but he does
not open it, 1 can only see this as a phallic symbol, and his inability to use the
umtzetla properly seems to point to his impotence. They eater the office and
Hoth Norman and Marion are momentarily reflected in the mirror (shot (201]).
BuL in the rest of the shot we will see only her reflection as they face each other
across the desk, Nezmay's first line: "Ditty night’ is ironi, In view of what will

follow.

Hlteheock now intereuts between two matching two-shots, the one favour-
ing Norman at a slight high angle and the one favourfng Marion st a stight low

angle, Thefr conversation is charged with double meaning,

Narman: "They moved away the highway’,

Marion: ’f thought Pd gotien off the maln road’,

Norman: 'T knew you must bave, Nobody ever stops here anymore unless
they’ve done that, Buz there's nto sonse dwaliing on our losses, We just keep on

ghting the lights nnd following ifie formiai{ties’,
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Marion surely tus moved off the right moral road, She has steayed, and

where she fins strayed the *Ughts’ will soon be put out, The 'formatitles’ wh give

way to cruelty and despair. There will be only durkness,

She then signs (he regiswr as "Marie Samuels’, This name links her to hee .

4

lover Sam and is a manifestation of her wish-fulfiiment to be married to Sam,

bodies both and di

0 muke hew name his. Naturally this Is conveyed by a machsnism which em- t

‘When Normen asks her to fill in her home nddress, saying that just a town
will da, Marion glances over to her bag. In the newspaper sticking out she readst ‘

*OK.’ and 'Los Angeles’. She Is given & 'sign* from the outside world, Extermal A

forces are prompting hor to say 'Los Angeles’ and the deterministic quality {s
enfarced when Norman responds to the town by changing his mind about what

cabln to glve her, He chooses cabin 1~ or s that choice made for him? "

Chance or fate further drives the narrative an, pod Maston to her prema-
ture death kuer {n the scone, Norman tolls her tiat she is only 15 miles from .
Fairvale. She hesitates and perhaps conterupiates driving on, but Norman jm-
‘mediately offers to get her bags, The moment passat . Her fute Is sealed,

Norman and Mari I hoof lotingnme

air, clalming that: 'It's stully {n heta’. This coulst be Wis reat motivation, but it . *
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could aiso be 2 ploy. He opens it 5o that sh io he stoges

bewween himself and Mother. It could be his means of keeping Murion out of

heh i Aferall, th I have been directed

so that Marion herself opened the window,

Norman then shows her the room but hesltates and stutters on the word
"mattress’, The narapraxis is peshaps due to the similarity between this and the
word ‘matriclde’ - the locus of his guilt. He is also unuble to say the word "bath

room’ which draws our attentlon to the reom and emphasizes it.

Marion s once again reflécted {n the mirrot on the Hne: "Thank you, M,
Bates', And then in matching close-ups cut between them Novman fnvites Ma-
rion to have dinner with bim, When she says: 'Pd like to’ we cut to amid two-
shot of them and Norman leaves, saging he will be back 'with my trusted

wmbrefia’, Hitcheock thus drives the symbolic paint home slo speak.

When she {s alone, Marion puts her suttease on the bed and begias to un-
pack to the accompaniment of musie. She looks all around the rovm for & place
10 hide the money, and ther In a repetition of the office scene, sha ls once ogain

giver o ’sign’ from the 'O.K. In the newspuper.

"Tae $40,000 Is, of eonrse, what Hitcheock calls the macguifin something
which the characters hiave an Interest in, and which drives the narrativa forwasd,

but which is of littie significance in itseli or for the audience, For Hitchoock:

i
|
i
!
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"The sudience e being mused along, petted and worried aboul, $0 that..

pleces of plot ave being thrust into their minds’ (S8},

He explatas the arigin of the term 'macguffin’ In the following way: *As e
tory gocs, two men are Ik un English train and one says to the other:
“Excose me sir, what §s that sirange looking package above your head?”

O, that's o macgufe',

*What's that for?"
"Tat's for trapping ffons in the Scottish Highlands,!
'But there are no lions in the Scottish Highlands',

"Then that's no macguffin” (59).

‘The absolute ynimportance af the macguffin is nnother example of Hitch-
<oek's stress on form rather than content, He simply dismisses it: ‘and macguf-
fin doesn’t mattar b all, You hawe 10 hove it because the spies have to be after
something, and I reduced It to its mintmum tn Nasth by Norwast, when Cary
Grant soys 1o the LA, man:

"What fs this man ateer?

'The *heavy’ Jumes Mason,

'Ot sy e CLA, man: *Lets say he Is an importer or an exporter’,
"What of?

"Um, Government seerats’ (60),
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Marlon wraps the money in the newspaper uind places | on the bedside

table. As she does so, we hear a woman’s volce, toud but mufiled by distance:
"N, T tell you, no.’ Marlon is shocked, and ‘the simultaneity of the intrusion of
e voice and Marion's guilty gesture is uncanny, as though the voice emanated

from Marioa's imagination’ (63).

Marlon goes over to the window and fistens to the rest of the conversation
between Norman and Mother. We cut from close-ups of Marion in profile to

long shots of the house from her point of view.

Norman hegs Mather not to continue, but she is relentless:

*And then whatT After supper, music? whispering?

‘Her words echo Sam’s in the first scene:

'And then after the steak? do we turn Mother’s picture to the wal(?*

‘This scene and the flrst one are further linked by the reintroduction of the
theme of appatite on Mother's tine:

“Go on; go tei hier that'she’ll not be appeasing her ugly appetite with my

food or my son’,

As Foley points out:'The prominence of *appetite’ in Hitcheoek’s films «
agoin and again one sees peapte eating and there is often an equation of eating.
with sex - carxies strong overtones of the child's dependence on the mother for

food, o dependence which Mr Stater calls *the oralnarcissistic dilemma.”(62)
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(cf Cary Grant’s "forced feeding’ in North by Norihwast - 2 filns whose hero not

anly has 2 mother problom hut a congpicuously oral probiemiateotiotism).

Lt any ense,the following passage (rom The Glory of Hera is directly rele-
vant (o Hitehicock:

*wthe mother's impifeit sexunl demnnds upon the chitd (threaten) bim as
nauch as her hostile reseniment, The ‘appropriate’ faniasy response to suclt a
double threat is an act of sexual violenee, u sadistic otdipa rupe.On the one
kand,it Fakes revenge upon the mother for hiee hostility and her impossible de-
sands, and on the other it Kalfills, with grim Irnny, the Sexunl needs she has dis-
placed from hushand 1o child..From the helpless, confused, impotent, ond

seornied child he becomes the aggressive, potent, bullyiog tavisher, (63}

Norman showts ot her to 'Shut up' ond then slams the door, Marion then
goes vutside ta vaa for him, We eat 10 2 shot from behind ber (241} and when
Horman enters the frame the camerd tracks forward and pans 10 the right with

him, wllowing theat 10 fuce each other on either side of the frame,

Mazian says: "1've eaused you sume trouble’ and Norman afiee hesitating
replies: ‘Mother - what is the phirase: she Jsn't quite berself Lodny', In retrospeel
the line is bilarious - Mother s deftaftely not Herselft she is Norman, But even

on (irst viewing it incorporates the notion of the ingiability of personatity.
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She then suggests that they eat their weal, and steps back to behind the
doos, allvwing Norman space. As she does so, thw cemera tracks back and we
are able 10 see the bed through the doorway, introducing the idea of sex. The
centre of the rame is niow occupied by & lamp and *again and again a Jamp will
be associated with the mother becoming her surrogate in the frame and ..., the

emigiem of her mystery’ (64).

Norman hesitates and then we ave allowed 10 see the reason for his hesit-
ancy. From his point of view we see Marion standing outside the mote) room

door looking exactly like a hovker waiting for  client, Norman backs off, sug-

gesting it icer and wormer in the office. Mari it thencloses
the door, and then the camera tracks with them as she joins him in the office.
Norman eatices e furher into his web by suggesting that they go into the par-

Tour, They move into a Warkened room,

Norman tnrns on a ligh* i the parlous, revealing a room furnished with
stuffed birds on the walis. The Hghting from below casts grotesque shadows on

the walls.And, the birds, seen from Marinn’s point of views shots {249 and 251]

appear chilling, N invites Mari it i Hesays: 'It's
aff for you; T'm not hungry’ once again introducing the notion of appetite, but
also echoing her earlier phrase: 'T reully don’t have that much of ar uppetite’

which could be read as an appetite for food a5 well as a sexual appetite fot i,
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"The first part of the scene consists of mid-shots on Norman intercut with .

mid-shots on Marion. The shots bal h other in that Marion i

on ihe telt edge of the Trame, while Norman is composed on the right. The com-
paositions in themselves are unbalaneed, and the relationships of the characters
to the decor create essentially unstable images. This kind of composition is char-

acteristic of Hitcheock nnd "Euch shot is thus for him like 2 menace or at least

an iting' (65), M then Is that '

pasnble to that of a heavy mass < ... gtoslide down too sloping unt

incline’ (66) which resulis in & tised style which is immediately 1 B b

seengnisable i the sdmicably detormineu quality o thls disequilebrivm’ (67),

Hitchcock rigorously maintains this structure for a long time wuntil shot
[278]. During this time, Norman Initiates 8 conversation abaut birds and tr s
with the phruse 'You .at Ifke & bird’. Then he says in shot [256]F hear the ex-
pression - ent like n bird « is really a Fals-Fals-fals-falsity’, Hlis stuttering draws . v
our altentlon ta the parapraxis and his inability to say the correet word, namely

Tallagy (phatlusy). This once again underlines his impotence.

The rest of she conversation is buth revaaling in thit it telts us of the emp-
tiness of Norman's Iife, oad of the emotionel bonds e hos to his Mother: *A
boy's best friend is his mothet’, The scene tso develops the theme of entrap~ N
ment and prisons frao: which we eannot estape. Norman says: "We're all in our

private traps - clatpad In them, ant some of us can never get unt, We seratch
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and claw but only at the aly, only at each other’. This Is a perfect description of

i

|

E

what Macion will da in the shower. She will 'scrateh and claw’ to get away from {

the mordarer, but ttwill be futle, ]

E

Furthermore, this passage of Morman’s links him to Sam's sense of entrap- '
fntent at the beghning of the (ilm. Both men are vietims of their past *harst into”
thelr traps. Marion, too, is linked to this entrapment by her search for a private

island snd, os Robin Wood polnts cut: "The confrontation between Marion and i

Norman is in some ways the core of the film - the parallel made betwesn them '

f b Marion s mur-

dered, Itis part of th £the film (o make us feel the continuity between L

the normal and th I tve behaviour of M d

the psychotic behaviour of Norman Bates'(68). h

from stiot {278) Hitchcock breaks away from his structure of shots to es-

tablish a new one. Marion and Norman are no fonger linked by balancing com-

positions, but rather she is shot from a slightly lower angle straight on, while .
Norman s shot from a Jow angle in profite, This indicates that they are experis .
encing the events vory dilferently, Where Marion's response is calm and o

dered, lke her camposition, Norman appenrs more and mora vabalaneed,

We arc affered tov, Images of entropment, (the cefting boxing him in) and
darkness (the owl swooping above bis head), Flitchcock was faseinated by this

bird imagery, which e saw afmost a5 a symbol of Norman's derangemont: "The

T e e
et et
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ow), for instance, has another connotation. Owls belong to the night world: they

are watchers, and this appeals to Perkins’s masochism. He knows birds, and he.

kriows that they ing him ail the time. He i guilt reflected

in their knowing eyes’ (69).

But everything in Hitcheack howsver 'psychclogical’ - and delusions of
being watched are rooted, according to Freudiur theary, in heing watchod over
by one’s parents - everything in Hitchcock revolves also around the conditions
of Blm itself-its construction, its viewing: the awls are aiso obvious analogues
for Psyeho’s audience (they’ce watching him ali the time"), As Foley nates,
*Gven: their parcisslstic, self-efloctive clements. these fifms might be de-

scribed as the "faculty by which the ego looks at itself"(7().
‘The issue of Norman’s masoshism is one to which [1etura faior, but his psy-
chalogical state Is clearly linked to that of his Mother's and to madness - 'she is

.

Thei {on ofthe ti

again breaking an established pattern of eutting for another. From shot (294]

when Norman leans into the empty space in frant of bis head and chillingly says:
*You meanan institution, and Norman’s
he attacks Marion with the line: "What do you

know about earing?(stiot (298]).
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ger!

ta pull myself out of it, 10 stay just a fitede,
¥iiE BT # "
{
P - i
Fmean—ias: far alkd o Oh, Fd ke to, bt~ Raman: Al il th—tl e ou . N
1) bing v .
[3.2 1] hmkfm A!Idn}fw e W .

Norraan; Crane. That's t.

B2s] [24] .

Maslon: Very carly, Dawn.
Norman: Alfright, Miss uh—
s Crane.

Bas]
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‘Then he reintroduces the all-embracing eye imagery: "The cruel eyes stu-
dying you', which will link up with the final scene of the film. Then Norman most

oilingly reveals that Mother is: *As harmless as one of those stuffed birds’.

"This discussion brings Marion face to face with the logical extension of her
present condition. By deseribing traps’ he defines the psychotic state, the con-
dition of perranent anguish where development becomes impossible, The par-
allet betwesn Norman's pasition and hers is clearly established when he says:

"We all go a Httle mad sometimes. Haven’t you?"

It is her perception of Norman's condition and the parallel with her own

that gives Marion k.., chance for. i he replies; 'Yes, and
one time can he enough, And thank you.” Marion rises and the camera tilts up
with her (shot [313]). We cut to & high angle shot from her point of view on Nor-
man, where she telfs him (and us} that she will be going back to Phoenix the next
day, She wants to escape from her particular trap before it is too late. Her deci-
sion is clearly made, and she has regained her freedom of will and her power of

rationality.

Then Hitcheock cuts to Marion in profite(shot {3257) us she tefts Norman
that her name is Crane. We cut 1o his reatisation, This break from the formal
structiire ominously draws our dttention to Norman’s reaction, and at the same

tirme reminds us that her name is that of a bird, and Norman likewise is true to
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his surname "Bates’, He sets *baits’ for birds,feeding them before killing them.

leaves, the with her as shy

Then Norman looks at the register and sees t“at she has signed her name 'Marie
Sumuels’. He seems to make up his mind about something and gaes back into
the parlour, This is almost the first time that we have seen anysveg in the fitm
other than from Marlon's paint of view, and it initistes a radical shift in emphasis

in the fitm,

Norman takes a picture off the wall which depicts a classical rape scene. He.
then peers into a hole fn the wali, From his point of view, we see Marlon un-
dressing. And then Hitehcock cuts again 10 eye imagery; a big close-up of Nor-
man’s prying eye inshot [334]. This re-establishes the viewer as voyeur, and also
intraduces the expectatlon of asexual encounter between Norman and Marion,
‘The hole within a hole is charged symbolically, It is an eye and on emblem of fe-

male sexuality,

‘Then Norman replaces the picture. He appears o be darkly trans-
formed,{shot [338]) us hic leaves the parlour and makes his way to the house,
Hiteheoek cuts to a shot of hin entering the house, and then to « reverse angle
as he stops In front of the stairs, He hesltates and seems unoble to ascend them.

“Then he turns ind walks into the kitchen where he sits down at a table,

&3
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One agoin § can only read this imagery In Freudian terms, The ascending

their d thi

they praduce

+ combolienf th " d the staircase di

s inability

our attention to his impotence,
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CHAPTER FOUR

TORN CURTAIN

Normag looks directly at the zamers, and his gaze atmost magically cor-
jures up the shot of Marion which we now cut to. She is sitting at a table writing.
In big close-up we see ¢hat she is subtracting 700 from 40,000, and we assume
she is calculating her debt, and perhaps figuring out a means of paying back the
$700, since we also see her savings baok which is open. She then tears up the
paper she has been writing on, and looks for @ place to throw the pieces away.
She gets up and waiks towards the bathroom, and int so doing she is reflected in
the mirror; but she is oblivious of this alter-ego doggedly pursuing her. She

throws the torn pioces of paper into the toilet bowk and pulls the chair.

This tearing up of the Hgures might seem ambiguous, in that sonte viewers
might read it that she has now changed her mind about returning the money.
But everything else points 0 the fact that she intends 1o retum to Phoenix. The
lust part of her dinlogue with Norman, the look of catm on her features, and the
Jjoy with which she first greets the cleansing stream of the shower, suggesss con-

trition and new purpass.

Besides,the washing away of the figures seems to tme to be symbolic of the
washing away of her sia, ker gailt: a kind of Javabo. Characteristically Hitcheock

uses the ieonography of the Catholic Church, but then treats it ironicatly.
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Marion then stips off her robe and gets into the shower. We cut to a close-
up of her feet climbing into the tub,(shot(350])5he pulls the curtain ciosed and
then we cut to a mid- shot of her behind the curtain. In close-up,(shot [252])
Marion unwraps a soap bar and turns the water on. We cut to ashot of the spray
Erom her point of view, which is then followed by & series of shots of Marion vo-

luptuously surrendering to the cleansing stream of water.

‘Theshower itual in which her guilti i away.

‘This baptism will soon be violently interrupted and it is ironic that it is at this
precise moment, the moment of disavowal, that she will suffer punishment for

her crimes.

Before I analyse the precise imagery in the celebrated shower murder se~
quence which follows, there are a number of general points that can be made
about thisscene, At the outset,it is apparent that the scene is made up of a mon-
tage of rapid closa-ups. There are in fact 78 camera set ps for 45 secands of
sereen time, and the scene took 7 days to shoot. This fragmentary treatment ser-

ves different purposes.

Firstly it allows Hitcheock to stylize the sequence, since to film it as a con-
tinuous piece of realistic action would have made it obscene and nauseating, A
lesser director might have shot the scene more explicitly by using make up and
special effects,and Hitcheock himself considered this idea before abandoning

it."We had a torso specialty made up for that scene with the blood that was sup-
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posed to spurt away from the knife, but T didn’tuse it. Fused 2 live girl instead,
a naked model who stoad in for Janet Leigh. We only showed Miss Leigh's
hands, shoulders and head. All the rest was ttie stand in. Natusally, the knife

never touched the body. It was all done in montage’ (71).

So we never se¢ Marion's wounds, uor do we see bivod pulsing or pouring
from her body. Rather Hitcheock’s stylized treatment *asstheticises the horror,
abstracting it from reality 50 that we teceive the most rowerful and vivid in-
pression of vielence,brutality and despair. An extreme of intellectual and emo-
tional shock is conveyed, without provoking physical revalsion - which would
detach us from the film (72). The sound track 0o i§ stylized, and nstead of Ma-

rion’s serears we hear the sereeching of violins.

Th i fewp

Upto

have gl ing through Marlon’s
eyes, The dominant mode that Hiteheock has 5o far adopted has boeffa subjec-
tive approach characterised as fouto. - slose-up of Marion cutto Marion’s point

of view,

‘We have not only seen the world through her eyes but we have also been
party to her thoughts and imagination. By the end of this scene this will e Innger
be possibie. She will be dead. Our identification with het must therefors be se-

vered.
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Hitcheock initiated this by allowing us o gaze on Marion from Norman's
point of view through his peep hole, bui now he very gradually, almast imper-
eeptibly, nliets the viewpoint during the course of the musder 3o that we see Jess
and fess from Maron's point of view, aad more shrough the eyes of the mur-
deser, And the fragmentary techaigue atiows s shift in perspective to be un-

agtiesably (paradaxigally one covuld atmost say smoothly) eccomplished.

The radical shifis in viewpaing serve 2lso 1o hide the identity of the mur-

derer From the audience. (i is necessary for the moment for us 10 bedieve that

b "Motbes' committing the murdess the kilker's rea) identity will only

be resealed nter,

Furtiermare his montage approdelt enables Hitcheoek 1o extend the se-
Guense in yme, As Trulfaut neted: “We solve the problem of time by manipu-
Lauing space’, 9 which Hiteheock replied: *That's right, We have niready tatked
abani the Laet that Glm can be used cither 1o couteact tme of 0 extend if ot will®
{73}, Extonding the time Js essential here,sinee the nudience needs time 0 ap-

preciate the emotionst karror of the atack,

The cluse-up treatment is afso justified by the confined seiting ia witich the
murder veeurs, A similar tresument in an outdoor setting would seem gratui
tous, But fiece it i ulso jostifiable because the stee of the smages relace directly

to thelr emotionnl importance,
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In this Hitchcock may be seen a5 a ciassicist who was "agalnst virtuosity for

it ke, Technique should enrich th ion. One doesn’t set the camesa

ata given angle because the cameraman happens to be enthusiastic about that
spot. The only thing that matters is whether the installation of the camera ata
given angle s going to give the scene its maximurm impact, The beauty of image
and movement, the rhythm and the effects, everything must be subordinated to

the purpose’ (74).

The scene ot anly depicts a violent murder, but it is also a symbalic rape.
In facy, "Rsycho derives most of its power from the sexual implications and aver-
tones - from the impossibility for Nocman Bates of a normal sexual relationship”

as.

“This results in his committing a grotesque and brutal parody of the sexual
act wherein the knife he wields can be weml; a phzitus, not only because of its
Freudian significance, but because of its repetitive rhythmic movernents and
also because of its relation to other images, namely the vaginal imagery in the
liquid round shapes of the shower rose, the drain and Marion's mouth, "The
scene is symbolic rape also in the context of the andience's expectation of a sex-
ual encounter, an expectation provoked by Norman's prying, Marion’s naked-

ness and her voluptuous sutrender ta the shower’ (76).

s ———
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The symbolic imagery then leads ws to understand not what we assumeé to
be happening but what is in fact happening, namely Norman dressed up as his

mother is enacting & puthetic imitation of the sexual act,

‘The knife may also be read by is smilarity in shape as & bird’s beak. It
seems to swoop and peck and,!lke the hirds in the parlour, his is a night bird
and a bird of prey. Norman gives the birds life as he gives Mother life, but the
life he gives them exists only in his sick imagination. "The knife-beak thus
denotes the eruption of an illusory past into the reality of the present’ (7).

‘The murder! i ill busy wash-

Ing herself - the water is symbolic of rebitth, a fresh start, From this angle we
can s¢e 3 suggestion of movement in the background as the door opens,The
camera begins 1o truck in {this is not a zoom as there is no optical drift and, since.
this is shot in a studio one assumes it would have been relatively easy to *fly’ one
of the flats) and Marion, aimost to accommodate the camera, steps aside, We.
track until we reach a rid-shot sithonette of the figore, and then the curtain is

puiled aside,

The Gguro s1ands frozen and poised wielding a knife, We cannot see the
face, but much of the shattering impact derives from Hlerrmann's score, The

high pitehed violins suggest the shrieking of birds and the slashing of knives.
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ut si

*As aiways Int Hitehcock, when the cactain opess, theatre is invoked” (78),

Marion s turned m

we must assume that the perfarmance is for the augience. The stylized posing

of th uggests

thing ritualistic about this staughter.

T

Hitcheock then cuts 105 chose-up of Marion's face. She sereams butwe only
hear theviolins, Then he jump-cuts again to a chaker close-up of just her mouth,
The classical’ Hitcheock is here prepaced to break the rules of Hollywood in-
visible editing to fragment time and space, 10 ensure that 'the screen rec-
tangle..be charged with emotion’ (79).The dislocation created by this jump-

cutting then creates a severe emotiopal dislocation heightened by the score,

We then cut to a slightly low angle (shot [362]) on the murderer whose face
we cannot See, a5 he/she appears as asilhouette. We cannot distinguish whe this
Is, and in sctual shooting, Perkins did not actuatly play the role.Truffaut notes:
"I asked him a question about Psycha that had always puzzled me, At the mo-
ment Janet Leigh is being stabbed in the shower, I wondered who had stepped
into the bathroom with knife in hand. Was it Anthony Perkins wearing a wig, a
wornan, 4 stand-in, 4 dancer? Bearing in mind that the killer is filmed in back
lighting conveying the impression of a shadow show, any of thos possibilities is
plasible, Hitchcock informed me that the attacker was a young woman wear-

ing a wig, e added that the scene was shot twice, because even though the anly

he white hath
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walls was s0 5tron thas it reveated hac face too clearly. That is why her face was
blackened in the secand take, 50 85 to ¢reate the impression of a dark and un-

identifiable silhouette on the screen’ (80).

Thie killer stabs with the knife in a di i This con-

tributes strongly to the compositional movement,the consistent downward mo-
tion which ends in Marion’s fall. And a3 has been pointed out earlier, this is part
of the overal} movement of the entire film. Indeed eack: of the climaxes s built
around a vertiginous descent which sweeps the audience further downwards to-

wards an abyss of darkness, madness, futllty and despai’ (1).

Hitehcock then cuts to a mid- shot {363) of Marion irying desperately to es-
cape from the blows but thiese come on relentlessly in shots [364] and the high

Je shot{365). The high "

dingonal downward movement of the knife, which does not touch her Resh. This
is followed by a series of shots intercut between Marion’s sereaming face and

the killer's refentless stabbing,(shots [366-375]).

Shot [576] is a clase-up of the knife passing Marion's stumach in & down-
ward path. We then cut back 10 @ close-up of Marfon screaming, and then to a
low angle shot of the knife against the ceiling, This is a shot from Marion’s point
of view, but sl ficantly as the life begins to Flow from the bleeding wounds, we
will no longer see sty more stiots from her point of view, Al the remaining shots

of Marion will be presented from the killer’s viewpoint,




" it






Sa in shat {379] we get 2 glimpse of Marjon's writhing torso and then we
fump-cut tather exratically and violently to shot [380) a close-up of Marion
screaming, This s followed by a bigh angie shot [381] o her faet, with her blood
mingling with the water, and then a shot [382) of her turning away from the blows

with the knife striki her, Shot [383} high angle shot of Marion’s

fer o presutnably from the murderer's point of view,

Shot [384] is a close-up of Marion’s hand against the tiles forming a visual
‘pattern that we have become accustomed to from as early as the titles, Then we
see 4 portion of her fice and arm, followed by a shot of the murderer leaving
the room [386). It is shot from where Marion is standing in the shower, but is

clearly not her point of view, since she is looking away gt the time,

In shot [387] we return to Marion’s hand now sliding down the tiles conti-
nuing the pattern of downward movement.And then we see her(in shot [388])

beginning to slide downwards,

Interestingly, in the Academy print and the video, the bottom hulf of the

frame is masked to conform to the 1:1.85 wide screen ratio, This i presucuubly

since Janet Leig} have been woaring a brassiers when the scene
was shot, and this would have been visible In the Academy section of the print,
“The illusion of her nakedness nezds to be maintained and this tecessitated the

masking.
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