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DEFINITIONS OF TERMS

Audience- the group of people gathered in oneeplaavatch or listen to a play, film or
someone speaking (CALP

Diegesis- realistic or logically existing, refeis the narrative elements of the film
(spoken dialogues, other sounds, actions)

Diegetic Effect- experience of the fictional woid the real world, illusion of being
present in the fictional world (Tan 54)

Gazel/look- refers to the exchange of looks thadéggdace in cinema. First used in the
1970s when French and later British and Americém fiheorists started to define

spectator-screen relationship. Considering espgdtabud’s theories and Lacan theory
of the mirror stage.(Hayward 149)

Imaginary/Symbolic- key psychoanalytical concepsisied by Jacques Lacan to refer
to the child’s unconscious and conscious drivethendevelopment of its subjectivity
(Hayward 185)

Identity/Identification- a powerful feeling of affity with another person or group,
which sometimes involves regarding somebody as detand adopting his or her
beliefs, values or other characteristics

Ocnophil- person who does not like situations silspense and tension (Derry 23)

Philobat- one who participates in dangerous aasjtikes suspense and tension (Derry
23)

Psychoanalysis- in literary theory psychoanalysés ywresent in the 1930s and 1940s
but psychoanalysis did not enter the analysis lof fintil the early 1970s. The 1960s

saw a widening of debates about psychoanalysiskshtn Jacques Lacan. (Hayward

273)

Scopophilia- the desire to see in connection wiledn’s mirror phase where the child
is aware of his difference with the mother (Haywaod)

Shot- camera distance with respect to the objedtgme close-up, medium close-up,
medium shot, medium long shot, long shot, extresng khot) (Hayward 317)

Suspense Film (Thriller)- a motion picture whosetpreates a high level of anxiety
and tension through concern for the fate of thagyoial character or characters. Alfred
Hitchcock is often referred to as the master opsuse thriller. (Beaver 333)

! cambridge Advanced Learner’s Dictionary



1. INTRODUCTION

Film is a very common form of leisure. While watafpia film, people forget their
problems. However, the film would not be that aftiree without the notion of suspense.
In this paper an innovative approach to film wi# presented. This will be done by
setting film and suspense in relation with psyctabgsis.

This paper consists of four main parts. Namely, @aet dedicated to Lacanian
psychoanalytical theory, another part dedicatedilto in relation to the Lacanian
psychoanalytical theory, a third part dedicatedstigspense in film and the final part
dedicated to an analysis Bsychotogether with the part where the author’s thesis i
introduced and analyzed.

In the first part, the Lacanian psychoanalyticadty is introduced. There are more
sections dedicated to the theory of Jacques Ladanfirst section in this part explains
in further details the tripartite system of the fnmary, the Symbolic and the Real. This
tripartite system is the core to the Lacanian psegollysis. For a better understanding,
the models of the Borromean knot and the Moebiugs ate presented.

The second section deals with the mirror phaseioonstage. This theme is central to
Lacan’s teachings and is defined as a phase idifthef a human being where the
human becomes an independent individual. This p@smportant because of the
notion of the feeling of lacking that the human w@woes and he wants to satisfy this
feeling throughout his whole life onwards. It isportant to mention that this lack
cannot be satisfied by anything and from this feghlso originateshhuman desire.

In the third section of the first main part, th@rttda” game is explained. This is the
phase of a human’s life which is associated witn photo-speech and when the first
words are uttered by a child. It is a child’s sytdanastery over the lost object,
namely the child’s mother, that is visible in thi®to- speech.

The fourth section deals with the linguistic int&tation of psychoanalysis associated
with structuralism, which is a stream developedHeydinand de Saussure. For Lacan
speech and language are the most fundamental agggrtychoanalysis. In this section
the termssignifier and signified are explained and a subchapter is dedicated t@ thes
terms. Ferdinand de Saussure distinguished betthedengueandparole and between
the signifier and signified. Lacan, however, hadthar idea and changed the hierarchy



between the signifier and signified. Lacan discabted the signifier from the signified.
This process is called thachaining of the signifielLacan’s theory of thenconscious

Is built upon the sentence that “the unconsciowgrisctured like a language”. In other
words, one has to be able to understand the laegpaigr to understanding the
unconscious. Another subchapter forms the splitiimgl alienation of the subject
together with the fading of the subject. In Lacantyrds “the thing must be lost in order
to be represented”. The subject can be made presiyntthrough his absence. The
subject originates in language and must lose iisetirder to become present again.
More about this topic will be explained in the shdgter on alienation of the subject.
The fifth section of this part deals with need, dech and desire. The object of the
desire is called thebject petit a This object stands for the empty place of thardes
According to Lacan, this object stands exactlyhi@ middle, on its own, of the tripartite
system. Even though these three terms (need, dearahdesire) seem to be similar,
there is a fundamental difference between them whkling about the possibility of
satisfying them. It is easy to satisfy the need child to be fed, even though the child
does not ask to be fed, the food is provided autiocaily by the mother. In the case of
demand, the satisfaction is also easy, but therdifice between need and demand is in
the fact that a child asks for the satisfactiorthef need (a need becomes a demand).
Desire is the most complicated of these three.rBésialso defined as a drive, because
it is responsible for moving onwards. There is angtterm satisfaction of the desire
and so it is explained as an eternal circle in Wlachuman’s mind is trapped. More on
this topic is again provided in the dedicated chapt

In the second main part, film theory is explained dssociation with Lacanian
psychoanalytical theory. At first the differenceteen the two branches of Lacanian
film theory are stated. To the older branch beltraprists such as Baudry and Louis
Althusser and to the newer belong Joan Copjecopirzek and others.

Then the theories of Jacques Lacan are mentiorgdhair relation towards the theory
of film. To these belong the theory of the trip@risystem and its relation to the concept
of suturein film. Later on, the mirror phase is comparedhe screen and the spectators
that see characters on the screen are comparkd thild that sees the complete image
of himself/herself in the mirror. As the child idéies himself/herself with the image in
the mirror so the spectator identifies himself witte character that he sees on the
screen in the cinema. The concept of the “fort-daime is associated with the

disappearance of the character from the screen.
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In the part where language is associated with ithenta the notion ofinconsciousand
the perception of the images on the screen areaigal. The concept of desire as a
drive is compared to scopic drive, or the pleasifif®oking at things and the notion of

scopophiliaor voyeurism is presented.

In the last part of the film section the differermetween the cinema of integration and
the cinema of intersection is presented. Importasi¢aid on the cinema of intersection
that has an important role to play in relation @aoss the notion of suspense and the
suspense thriller.

In the next main paguspensés presented. An interesting part of this secttates the
difference between the ocnophil and the philoba@mely that the philobat seeks
suspense and thrills whereas the ocnophil doesliketsuspense and thrills at all.
Everybody is part ocnophil and part philobat. Iis thnanner it is more understandable
why spectators want to see and visit suspensdetistiiThese are differentiated into
various categories defined by Charles Derry. Fos fmaper the psychotraumatic
suspense thriller plays an especially important. g@ychobelongs to this kind of
suspense thriller, however the boundaries betw&enkinds of thrillers are often
blurred, as it is not easy to set one thriller iatee category without its characteristics
crossing into another kind of suspense thriller.

The last main part deals with the example of trepsase thriller, namelysycho The
concept ofdesire and gazefrom the Lacanian psychoanalytical theory are qmted
here on the example of the film that belongs topkgchotraumatic suspense thriller.
Even the spectators and their reactions are datitiov more detail. In this part the
cinematic devices are introduced and associatddpaitticular scenes so that the use of
these techniques is clearly visible and their gaaks presented. The main scenes,
especially the shower scene, are presented ifl deththeir effect on the spectators are
presented in detail. This scene might be considasehe central and main scene of this
movie together with the final scene of Norman. Tast is followed by an explanation
of the main idea of this paper namely the theBi® resolution of suspense ifPsycho
satisfies the feeling of lack that spectators expence from their “mirror stage”
onwards. In this part the reasons for this belief are staa@d the main parts are

combined and set into relation.



2. LACANIAN PSYCHOANALYSIS

Lacan psychoanalysis might be understood throughwibrk of Sigmund Freud, who is
the founder of psychoanalysis. Jacques Lacan dtasea psychoanalyst within the
International Psycho-analytical Association (IPAhis association was founded by
Sigmund Freud. Lacan claimed that Freud’s insidias been betrayed by the major
schools within IPA: Ego- Psychology, Kleinian Psgahalysis and Object- relations
theory. Lacan proposed a new branch: a ‘returnréud® and the essence of Freud’'s
work, which was according to him betrayed by theady mentioned schodls.

Lacan was expelled from the IPA in 1953 and frdms tate onwards, he started to
defend his approach even more vehemently than daefte fought for psychoanalysis,
which is according to Lacan based on science aisdniot “an unscientific, speculative
“depth psychology” concerning the illogical, iratial and ineffable aspects of the
mind.” Structuralism helped Lacan fulfill the wisif Freud to see psychoanalysis
among the sciences.

Lacan uses Saussurean theory of the signifier badsignified. According to Lacan
these are not equal and the signifier has primaey the signified. Lacanian approach
differs from Saussure’s theory in the autonomyhaf signifier. Lacan insisted that the
techniques of interpretation (explanation, claafion, confrontation..etc) function
within the dimension of metaphor. Lacan was heawifluenced by Lévi-Strauss and
the modification in the Saussurean model is modtig to this influence. In Lacan’s
theory the signifier appears as the key elementonly as an element of linguistics as it
does in the Saussurean model.

Another key concept in Lacanian psychoanalysikesiotion of the Other. He created a
subject in the unconscious, a subject that is hdhe& center of human thoughts and
action, but which dwells in the mind. The unconssi@xpresses itself through dreams
or symptoms.

In order to introduce Lacanian theory, it is imaoitt to start by the definition of his

tripartite system, namely the Imaginary, Symbohd &eal.

2 Evans 68
% Rabate 59-60 (G.B.)



2.1. Imaginary Symbolic and Real

Freud invented the first triad of the ego, the mdl &he super ego. The communication
between these three is too complex and becomesnageable.

Lacan developed his own tripartite system, sintitaFreud’s, but he wanted to extend
psychoanalysis into an intersubjective dimensidre Tmaginary, the Symbolic and the
Real are systems. Each of these serves to positeomdividual within a force-field
that traverses hith. Lacan expected this triad to reach human cultares societies.
Each of the three dimensions might be defined awegrto the views of different
experts on this topic.

The term imaginary has connotations of illusiorscfaation and seduction. It relates
specifically to thedual relationbetween thegoand thespecular(mirror) image From
1953, the imaginary becomes one of the three omletise tripartite scheme and also
becomes the centre of Lacanian thought, opposttet8ymbolic and the Real.

The basis of the Imaginary order continues to leefdhmation of theegoin themirror
stage[mirror phase]. Since thegois formed by identifying with the counterpart of
specular imageadentificationis an important aspect of the imaginary orderafisv82)
The mirror phase is considered as the central éhefrLacanian psychoanalysis until
nowadays. The mirror phase will be discussed irfduer subchapter. The imaginary
is the dimension of experience, the individual seekdissolve his otherness. This is
achieved by becoming a counterpart of the Othethik dimension the processes that
brought the ego into being are repeated and evieforeed. This reinforcement is
achieved through the relationships with the extenmald and people. It is said that the
Imaginary is the place where the ‘ideal ego’ isth@ccording to Lacan, the Imaginary
is the ‘bridge’ between ‘inner-directed’ and ‘outsirected’ mental acts (Bowie 92).
Lacan emphasizes the subjectivity in the imaginand in the mirror phase.

(Hammermeister 43)

The signifier and the signified form also a parttie¢ imaginary, however, these are
crucial to the next dimension, namely the Symbdltte term Symbolic also belongs to
the tripartite scheme. It is the most crucial f@yghoanalysis. The symbolic is

essentially a linguistic dimension. The exchangewafrds is impossible without

4 Bowie, 91-92



language itself. The symbolic dimension of langudige in thesignifier. Language
incorporates the symbolic and also the imaginamnedision® In the symbolic
dimension are all aspects of the psychoanalysislthean defines as speech aspects.
The Symbolic is the dimension where a human is @tkws a speaking subject. In
Lacan’s words, human garletre This word is a combination qfarletre (Sprachsein
[speaking being]) andar lettre (mittels des Buchstabefthrough the alphabet]).
(Hammermeister 50)

In this dimension th&nconsciougogether with thétheris situated. The symbolic is
the realm ofabsenceandlack as well. These two concepts are essential to themof
desire® In this dimension “nothing exists except on arua®sd foundation of absence.
Nothing exists except in so far as it does nottéxiBowie 92). The Symbolic is
intersubjective and social, unlike imaginary. Hoeewthe Imaginary and the Symbolic
are interdependent as Lacan states ifchrgsand Seminars

In Lacan’s words:

In the symbolic order the totality is called a werise. The symbolic order

from the first takes on its universal charactersitt constituted bit by

bit. As soon as the symbol arrives, there is aemns® of symbols.(S, 2,5

in Evans 202)
This means that the imaginary and the symbolicanepletely heterogeneous domains.
In the dimension of the symbolic belongs also tleeliPus complex.
The third dimension, the Real, is forming the triad the relation of this dimension to
the other two remains unstable. Lacan incorportitesReal into the tripartite system
later than the two previous terms/dimensions. Therdifference between Freud’s and
Lacan’s thinking is that Freud situates the realifyside of the human mind. For Lacan
the Real lies outside the Symbolic, but it is diédain the mental and also in the
material world.

In Lacan’s understanding, the Language has powartbe Real.

It is the world of words that creates the world tbings- the things
originally confused in théic et nunoof the all in the process of coming-
into being- by giving its concrete being to thessence and its ubiquity
to what has always been. (Bowie 95)

® Evans p. 201- 202
® Evans 201-202



For Lacan, the Real comes close to the meanindgefimpossible. “The real is the
‘impossible’ (S 11,167) because it is impossiblénagine, impossible to integrate into
the symbolic order, and impossible to attain in @y’ (Evans 160).

The Real stands iopposition to the Imaginary and to the SymbolictHa Symbolic is
the presence and absence, in this dimension teesemething always missing. The
presence of lack is obvious. However, the lackggnificant to the dimension of the
Real. The Real is impossible to imagine, it is isgble to symbolize the Real or to
reach the Red.

The three dimensions of the Imaginary, the Synchatid the Real might be compared
to the system of the Borromean knot (see figure Ihis knot binds the three
dimensions together. There are three rings thatnaeetwined. If one is removed the
whole system stops functioning. The rings must twenkl together, one does not exist
without another. In the center of the three ringshieobject (petit) a This object is
important for the notion oflesire and Lacan’stheory of the gazevhich will be
mentioned later on.

Another figure that represents the Lacanian theasryhe Moebius strip (bande de

moebius).

It is a three- dimensional figure that can be fainiy taking a long

rectangle of paper and twisting it once beforeifgnits end together.

The result is a figure which subverts our normaldilean) way of

representing space, for it seems to have two didésn fact has only

one. (Evans 116)
The Moebius strip symbolizes binary oppositionshea psychoanalysis, like love/hate,
signifier/signified, inside/outside. These termre @resented as opposed or distinct,
however Lacan prefers to understand them as cantswith each other. As the sides
in the Moebius strip are continuous, so the undedihg of the terms that stand in
opposition should be continuous (see figure 2).
Another term that stands in relation to the thrémedisions issuture. Suture is a
technical term that refers to the stitching upaanipg together of the lips of the wound.
The notion of suture was applied by Steven Cohamh landa M. Shires for the
production of the subject. According to them thbjsct is ‘stitched’ to discourse by the
signifier. They base this on the Lacanian viewhaf suture. According to Lacan, suture

refers to the “conjunction of the imaginary and siyenbolic” (Hawthorne 346).

"Hammermeister, 60-61



The French semiologist, Christian Metz, publishét viork The Imaginary Signifier,
Psychoanalysis and Cinenfgrench original in 1975, English translation in7Z® In
this work Metz uses Lacanian theory to demonstitageimaginary status of film as a
mirror. This attempt leads to the questions of secship. (Vighi 30 (G.B.)) More

about suture will be discussed in the part dedittidilm theory.

Figure 1: Borromean knot

DAY

\

Figure 2: Moebius strip




2.1.1. Mirror stage

Lacan’s theory of the imaginary and symbolic ordsrpresented in his paper on “The
mirror stage”. Lacan borrows the tesymbolicfrom Freud, but redefines this term
radically. For Freud “die Symbolik” refers to a wetk of symbols and for Lacan the
symbolicis structured as language. (Payne 4) Accordingattan, the symbol is not
united to what it represents and this differs fréneud’s perspective. The symbolic
structure is the primary structure and cannot lmkiced to the imaginary. If Lacan
reduced the symbolic to what it represents themwould remain bound by the
imaginary. Lacan saw the symbolic and what it re@nés in the way as Saussure saw
the signifier and the signified.

Before we come to the actual mirror phase, as Laa#la the stage of a child’s mental
development, we should take a look at the originark of art and on the
representations or duplicates of these. There donbt that a perfect picture exists. The
question arises with the copies or representatidhs.original work of art will always
keep its primacy and the copies will be in secolatga Humans perceive the most
through their sight. In the Christian churches éadrs see the representations of Jesus
Christ and the Virgin Mary so that they can betteagine these icons. However, the
opposite is true in the Jewish tradition. AccordiadMargarete Susman (Pabst Il, 19), a
philosopher, in the Jewish tradition, the depictioh saints is forbidden. The
representations would not be the same as the aligaints and Jews have to obey the
rule of hearing rather than seeing. Perceiving vams hears does not equal what one
sees. The perception is normally widened by heaaimd) sight is primary. In this case
perception by sight is not provided, as the depictf the saints would not be the same
as the real saints. The Jewish tradition has tles explained, but there are cultures that
are literally afraid of the depiction. There extabes who think that by making a
photograph, their souls are taken away. Representdor Lacan, means a basis for the
mental development of a child. The fact that theldchs able to identify its
representation in the mirror is the basis for bighfer life and development of language.
Children are not the only species who can perdigi representation in the mirror.

The original experiments with children and animaisre conducted by a researcher
named Wallon. Lacan distances himself from the siesi Wallon because his
experiments are concerned with physiological andscimus processes. However, in

Lacan’s interpretation, the mirror phase is presgnfrom the perspective of the
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unconscious. In this way Lacan “radically transfedra psychological experiment into
a theory of the imaginary organization of the hursabject” (Payne 27).

Wallon’s animals, whether ducks or dogs, are feded by the image in the mirror as
long as they think that it is another duck or dagchild starts to be fascinated by the
image even more as soon as he recognizes the iasagenself. In this stage a child
identifies his ego as something similar to himsed,mistakes his image for the image
in the mirror.

Lacan describes this behavior as *“[..Jthe tramsfdron that takes place in the subject
when he assumes an image..indicated by the usaaigtic theory, of the ancient term
imagd (Payne 28). The terrmagowas used by Freud at first, for the phase when the
child’s superego development recedes. Howeveraamderstands the term as the
images that the child sees as a matrix of metapfides mirror stage explains how the
“imago” establishes a relation between the mentalrldv [Innenwelt] and the
environment [Umwelt]. (Payne 30)

Lacan defines the term of the “imago”, in Pabstthes matrix for the development of
the “I-functions” (Pabst 21). He furthermore claitmat the child, through seeing his
image in the mirror and the perception of this imag a unity of his own body, a child
compensates for his feeling of helplessness, palyfack and his uncoordinated first
moves.

The child reacts with jubilation as he sees hisgena the mirror, but he is unable to
express himself with the language yet. His “I"nisits “primordial form”, what he sees
is a “mirage” of his maturation (Payne 29). A chslees himself as a unity in the world.
This unity is however twofold as it means the ckildnachievable goal of a unified
identity and also alienation in the future. (Pag®¢ This might be the point, the child is
aware that he is no longer part of his mother amdhds an identity of his own which

leads to his alienation.

The jubilation is explained by Lacan in Cassebier:

This jubilant assumption of his specular image hwy ¢hild at thenfans
stage, still sunk in motor incapacity and nursliegpendency, would
seem to exhibit in an exemplary situation the sylimbmatrix in which
the | is precipitated in a primordial form, befdtds objectified in the
dialectic of identification with the other and befdanguage restores to
it, in the universal, its function as subject.

(Cassebier 113)
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Mirror stage is a part of an individual’'s developrheA child’s fear of his body being
fragmented is assured by his fantasy associateld g mirror image where he is

represented as a complete human being. In Lacan@swy

The mirror stage is a drama whose internal thrustipitated from
insufficiency to anticipation — and which contrivies the subject, caught
up in the lure of spatial identification, the sussien of fantasies that
extend from a fragmented body-image to a formfatality that | shall
call orthopedic..(Lacan in Dor 95)

According to Joel Dor, (Dor 96) the authorlofroduction to reading Lacathe mirror
stage of a child is divided into three periods bages that mark the child’s perception

of his own body. In the first phase, the childgeéves the image in the mirror as a real
being. This is due to thaitial confusion between self and othér Lacan’s words:

It is this captation by thenago of the human form..which, between the
ages of six month and two and a half years, dorte entire dialectic
of the child’s behavior in the presence of his deyparts. During the
whole of this period, we note the emotional reaxti@nd the spoken
accounts of a normal transitivism. The child whakss another says he
has been struck; the child who sees another fadls.c(Lacan in Dor 96
modified)

It is clear that in this period, the child does have an understanding of his identity. In
the second phase, the process of identificatioeiseloped further, the child already
understands that the image in the mirror is noea being and that it is only his

reflection. In the third phase of the mirror staties child recognizes that the image in
the mirror is his own image and also sees his buoatyas fragmented parts but as a
whole. This might be called the primal identificatiof the child’s personality.

This was Lacan’s view, and the theorist Rick Altmacidly describes the mirror stage

as follows:

According to Lacan, the infant develops between dlges of six to
eighteenth months from a state where his own mimaige appears to
him as another child, to the point where he recamithe image as
himself. It is at this stage that the infant fifatly realizes a notion of
selfhood. Up to this moment he has related to Hinasdy as a series of
separate parts; now, at a time when his powerssadrvfar outstrip his
capacity for coordinated motor action, the chilihgaa sense of his own
unity with the help of a mirror. The eyes are tlihe very source of
man’s sense of Self. This primary identificatiorited same time presents
a significant problem: the mirror image which tHald identifies with
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himself is in fact not the child itself, but only anage. The life of the

Self thus begins under the sign of a misapprehensio

(Casebier 118
During the mirror phase, the child uses the firgbressions that are the primordial
forms of language. In the next subchapter the -dla't game is introduced, which

marks a precipice between binary difference ofgmes and absence.

2.1.2. The “fort-da” game

The observation of this principle, or the game ah#dd was done by Sigmund Freud,
who later described it in his woiBeyond the Pleasure Princip(&920). According to
Freud, this game meanssgmbolic mastery of the lost obje€reud observed a child
with a wooden reel and a string tied around thé rBais child did not pull the reel
behind him.

What he did was to hold the reel by the string aexy skillfully throw it

over the edge of his curtained cot, so that itgpsared into it, at the

same time uttering his expressive “0-0-0-0”[for @anfort, gone]. He

then pulled the reel out of the cot again by thngtand hailed its

reappearance with a joyful “da” [“there”] (FreudDor 111).
This is the complete game of disappearance andnrets observed by Freud.
Moreover, it is clear that the second act is seetiné child as the more joyful one.
The whole “fort-da” game is a double metaphoriccess. It is a play between presence
and absence. The child deals with the fact thatmosher has abandoned him. Even
though she did not leave him forever, this expeees hard to bear for the child. Freud

claims:

At the outset he [the child] was in a passive sitma he was

overpowered by the experience; but by repeatingpleasurable though

it was, as a game, he took on an active part (FreGar 112)
Now, the child is the one wheymbolicallyleaves the mother. He is the one who has
control over the situation. By pushing the reel wwee symbolically pushes away his
mother. By this game the child discovered that & ¢ontrol over the lost object. The
child knows that he is not the one and only obggdtis mother’s desire. He is not the
object that fills the lack athe Other.There is an object that substitutes for the logt o
The “fort-da” game is an advent of the child’s laage. It is the proto-language. The
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child’s experience is based on ttialectic of being When the mother is not with the

child and she is absent, the child assumes thasshigh someone else, this other is the
father®

Through the utterance of the first words the chiiants to feel the unity that he felt

before the mirror stage, before he started to erewf his own identity and of the fact

that he is no longer unified with his mother.

This Freud’s game is related to the Saussureanmamguthat a word is “a presence
made of absence” (Payne 52).
Lacan brings the thoughts of Saussure and Frewdheqg
Through the word- already a presence made of absarsence itself
gives itself a name in that moment of origin whpsepetual recreation
Freud’s genius detected in the play of the childdArom this pair of
sounds modulated on presence and absence...theoenighe world of
meaning of a particular language in which the wadfidhings will come
to be arranged... It is the world of words that ageahe world of things.
(Payne 53)
Lacan sees this game as a play of language. Theswant andda have enabled the
child to gain control over the world because of fyenbolic faculty. This symbolic
substitution of the wooden toy-reel, either for thisappearing mother or for the
vanishing baby, might be the moment where the ddfatures the arbitrariness between

signal and signification.

2.2. Linguistic Interpretation of psychoanalysis an d
structuralism

The termarbitrarinessis bound to the name of Ferdinand de Saussure,isvailso the
founder of structuralism. Ferdinand de Saussure av8sviss linguist and his lectures
were published by his students in 1916 under tmeer@ourse in General Linguistics
(Cours de linguistiqgue generalelhis work launched a new school of thought. Adtfi
its influence was registered only in the field miguistics. Then the Russian formalists
made a study on literature based on linguisticsaredof the leaders of this movement,

Roman Jakobson, introduced the work of Saussutigetérench anthropologist Claude

8 Dor 115
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Lévi-Strauss. Strauss was an initiator of Frenalcstiralism and his work in the 1940s
and 1950s was an inspiration to other fields oflgtinamely sociology, history, and

psychoanalysis, together with literary and cult@taldies. In the 1960s the influence of
structuralism was visible through the works ofrkigy scholars Tzvetan Todorov and
Julia Kristeva, historian Michel Foucault and i thvork of the psychoanalyst Jacques
Lacan.’

For Lacan, speech and language are of fundamengartance for psychoanalysis. In

Lacan’s opinion, Freud’s theory needed concepts finguistics. Lacan’s genius lies in

the formulation of his thought into theory and ¢meg a hypothesis that concerns the
theme of the unconscious. Lacan compared theyledanguage to the theme of the
unconscious in relation to linguistics.

Lacan derives his theory from the theory of Ferdihade Saussure. In order to
understand Lacan’s thinking, it is important to idefthe key terms of Saussurean
terminology. Saussurean theory is considered byahaas a modern theory of

linguistics. At first it is important to explain ehdistinction between signifier and

signified and then the distinction between the &wes of languag¥.

2.2.1. Signifier and signified

As already mentioned above, Jacques Lacan basdéueloiy on the theory of Ferdinand
de Saussure. Saussure developed the notion ofirtheistic sign. He claimed that
linguistic sound does not unite a term and a thig a “sound image” and the
“concept” (Dor 24).
In Saussure’s words, it is
not the material sound, a purely physical thingt the psychological
imprint of the sound, the impression that it makesour senses. The
sound-image is sensory, and if | happen to cathéterial’, it is only in
that sense, and by no way of opposing it to theerotlerm of the
association, the concept, which is generally mdargtract. (Saussure in
Dor 24)
Before we come to the actual distinction of thendigr and the signified, it is important
to explain the following distinction. Ferdinand @aussure distinguished between

langue (langageand parole The first one is the system of signs and thersome is

® Structuralism and Poststructuralism (Electrooiarse)
9 por 23

14



the people’s speechangueis ideal, it is not real, angarole is the real language used
by people in everyday life.
As Saussure says, “for dangueis langageminus parole”(Saussure in Dor 24) This
means that language is speech minus speaking. Badater definedignified for the
concept and ignifier for the acoustic image. In the Saussure’s w@surs de
linguistique generalethere is a system of signs and then what theges signify. The
relation between them iarbitrary, which means that there is no direct relationship
between these two (signifier and signified). ( Rag8)
The sign becomes the relation ofsanifier and signified Lacan focused on the
autonomy of the signifier. Graphically it might displayed as Saussure’s definition s/S
(signified over signifier) and Lacan’s definitior/sS(signifier over signified). This is
possible only in the case when the relation betwiwn signifier and signified is
flexible, that is to say, that these are not iixed relation™*
Lacan dared to change the Sausurrean model. Hehidics order to “protect the right
of systems to remain systematic” (Bowie 73). Thecdnnecting between signifier and
signified is according to Lacan called thenchainingof the signifier. In the words of
Saussure, “the choice of signifier is left entirtythe speaker” (Dor 26).
This means that a single signified may be assatiatgh any signifier or single
signifier may be associated with any signified, L&slaire explains this notion of a
signifier (Dor 26). There is an infinite number cdmbinations. However, once the
choice has been made, the signifier becomes unehbleg
In Saussure’s words:

No individual, even if he willed it, could modifyniany way at all the

choice that has been made; and what is more, themcoity itself

cannot control so much as a single word; it is lobtm the existing

language. (Saussure in Dor 29)
Lacan’s fascination with the signifier has its ot the glossosalia (psychopathological
language disorder), which is a condition where isqe invents signifiers without any
connection to the signifieds, so this process mmpletely unconsciousThis supports
Lacan’s main theory that theaconscious is structured like a languagedther aspects
of the theory of the unconscious will be discuss®dle in the further subchapter.
Lacan writes in th®iscourse of Romeriginally titled Fonction et champ de la parole

et du langage en psychanaly®é¢an speaks|...]but it is because the symbol hasenad

"Dor, 25
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him a man” (Pagel 44). In this quote Lacan stregbatl the being of man/human is
anchored in the symbolic universe. By the meansaofsymbol, a sign, his
cultural/civilized life begins. The presumption ftre grounding of a symbol is the
signifier and its relation (symbolic contract) etsignified™?

Lacan was aware that Saussure’s theory needs sopemented. The problem with
Saussure’s explanation is that he only consideesisolated pair of words, for example
freeandtree There is no key in Saussure’s theory for handiibgtract words like hope
or desire. Language is considered as bipolar bgstae. It is like a sheet of paper with
signifiers on one side and what they signify ondhbeer side. For Saussure, language is
more or less seen as a dictionary. However, thfarisSrom how language functions.
Jacques Lacan tried to deal with the problem osSawean theory and so he introduced
the idea of Roman Jakobson to his definition otesere and language. It is obvious that
a sentence is created by putting one word aftethanoin this way a chain of words
builds a sentence. Jakobson stated clear Saussucezxis model of a sentence, stating
that there are two principles, namely the paradignand syntagmatic. The first is the
vertical axis of selection and the latter is theizemtal axis of the combination of the
words. Furthermore, Jakobson called the paradigmagitaphorand the syntagmatic,

metonymy™?

The development of a discourse may take place atamagdifferent
semantic lines: one topic may lead to another eitheough their
similarity or through their contiguity. Th@etaphoricway would be the
most appropriate term for the first case, and thetonymic wayor the
second, since they find their most condensed esime$n metaphor and
metonymy respectively.(Jakobson in Dor 32)

Lacan then claimed that metonymy and metaphortereta Freud’'s terms of
condensation and displacement. These two termsttedde Lacanian theory of the

unconscious?

12 pagel, 44
13 pagel 47
* Holland (Electronic source)
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2.2.2. Language and the unconscious

In his work “The agency of the letter”, Lacan diges “the whole structure of
language in the unconscious, which requires a tigirareassessment of the limited
view of the unconscious as simply the locus ofiintss” (Payne 76).

The unconscious is structured like a languagemdaiLacan. His interpretation of
metaphor and metonymy in the last subchapter @mnaection to theinconsciouseen
through the words of Freud.

According to Lacan, Freud'interpretation of Dreamgelates to the theory of the
unconscious. Freud described a movement betweementl ‘zone’ or ‘level’ and he
describes two fundamental mechanisms, nanvdydichtungor ‘condensation’ and

Verschiebungor ‘displacement’.

Verdichtung or ‘condensation’, is the structure of superinpas of
signifiers, which metaphor takes as its field, amthose name,
condensing in itself the worBichtung shows how the mechanism is
connatural with poetry to the point that it envedofhe traditional
function proper to poetry.
Verschiebung‘displacement’-the German term is closer to tteai of
that veering off of signification that we see intoreymy, and which
from its first appearance in Freud is representetha most appropriate
means used by the unconscious to foil censordBgwige 70)
Here Lacan’s metaphor and metonymy together witipels and figures allow a
connection to be made between a dialogue and dneai®rial on which the dialogue
dwells. The unconscious “is no longer structuredle’la language’, for it has no
existence outside language” (Bowie 71).
Another explanation might be needed in order toeustdnd the terms ‘condensation’
and ‘displacement’, the terms that refer to the omscious. Condensation is a
metaphoric process, as a metaphor is a substitatiarsignifier for another. Freud calls
condensation a ‘composite structure’ (Freud in B8). According to Freud, latent
elements that share the same characteristics dgs¢her and they are represented by a
single element® An example of this metaphoric process might beifse‘Doctor M.’.

He is a fusion of an actual person, M., and Freottisst brother. In Freud’s words:

There is another way in which a ‘collective figugin be produced for
purposes of dream-condensation, namely, by unttiegactual features

5Dor 59
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of two or more people into a single dream-imagevds in this way that

the Dr.M. of my dream was constructed. He borentime of Dr.M., he

spoke and acted like him; but his physical appesramand his malady

belonged to someone else, namely to my eldest dmoRreud in Dor

60-61)
Displacement is a metonymic process because it shi@presentation of the whole by
a part” (Dor 63). This is an analogy to metonymiisTsituation shows an example of
‘displacement’. There is a man who had a bad ddysmwork, his boss shouted at him.
Later that day he goes home and shouts at his @iplacing the anger that he felt and
could not display at his work.

The unconscious might be defined also as the fatigw

The ‘vertical dependencies’ of the signifying cha@xtend as far
downwards into the hidden worlds of mental pro@esé is possible for
speculative imagination to descend. Beyond the lastpost of
signification there is nothing at all — or rathkeete is that boundless and
inexpressible vacuity from which many psychoanalytriters, including
Freud himself, had tried to escape with their angitalk of instincts and
biological necessity. (Bowie 72)
We might have seen the unconscious also in thed@rgame of a child, explained by
Freud in the previous subchapter. In the exclamataf the child ‘da’(here) and ‘fort’
(away) might be found “an intimation of the uncaose in the full range of its
structuring capacities” (Bowie 78).
The unconscious is related to the notiorspaltung(division). At first it was defined as
psychic division, but later it was defined undeffaent names assplitting of
consciousnessr psychic splittingand the one used by Fresglitting of the ego(Dor
128) There are two points of view on the topiclod splitting of the ego. The first one
presented by Laplanche and Pontalis, who view im@asystemicmeaning that it is an
internal process. The second one presented by FaeddBreuer, who view it as
intersystemigcor the split between the ego and the id.
For LacanSpaltungis neither intrasystemic nor intersystemic. Fon lii is “the most
foundational feature defining subjectivity” (Dor9)2 For Lacan it is the division of the
subject “that proceeds from the subject’s own stilge to a third order, the Symbolic”
(Dor 129).
The subject is divided by the order of languagds ithe order of signifiers that are
responsible for the dividing of subject. This diwn is the condition of the unconscious

as already stated above.
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According to Freud, primal repression is anothestdia that is responsible for the
development of the unconscious. (Dor 131)

Lacan’s condition for the unconscious is speecte $ymbolic order of speech is for
Lacan the place where speech is developed, ‘OrtAdeeren’ (place of the other).

(Pabst 67)

Language is for Lacan “[..]the labyrinth into whighsychoanalysis and all its

characteristic concepts were born and from whigy tban never expect to escape”
(Bowie 48).

The alienation of the subject is a part of the unscious.

2.2.3. Splitting and Alienation of the subject

As was stated earlier, the unconscious is alsatstred like a language and so there is a
correlation between the unconscious and the subject

The notion ofSpaltung which was already mentioned in the last chaptass already
defined by Freud. He characterizes the splittinghef ego as a process, where “two
contradictory attitudes to reality come to existlesiby side in the ego; those of
acceptance and disavowal” (Evans 192). It is aeg@ncharacterization of the
subjectivity, as the subject cannot be anythingeiothan “divided, split or alienated
from himself” (Evans 192).

“The thing must be lost in order to be represefitedVith these words Lacan
characterizes the situation of the splitting of $hibject. Another quote that is cogent for
this situation is, “Through the word, which is @dy a presence made of absence,
absence itself comes to be named” (Lacan in Doj.185s important to note that the
subject will never know himself completely. He doed have access to his knowledge.
The subject disappears and finds himself to beesgmted in a form of a symbol. For
the while that the subject is missing, he is regmésd symbolically by the pronouns.
The subject needs to be made absent in order wni@epresent. The subject can be
made present only through his absence. The subjeghates in language and loses
himself in it in order to be brought to existengmia. The subject “is eclipsed in the
authenticity of being” (Dor 136). In Lacan’s terralagy, this process is callethe
fading of the subjec{Dor 136)

The subject perceives himself through language aslwa representation. The form of

representation alienates the subject by concedlingm itself. This, in Lacan’s words,
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is calledthe splitting of the subjeclf the subject figures as a representative inalisse
and a signifier gives him the status of the subjécts only in relation to another
signifier. So the subject is only an ‘effect’ oktkignifier'® Lacan’sbarred Subject$)
(divided or split subject) is based on this priheip

The signifier coming from the place of the Othent(get located) makes

the subject of the being who does not yet havectpemerge there, but

at the price of immobilizing him. What was theretttwas ready to

speak....disappears and is no longer anything bigrafisr. (Lacan in

Dor 138)
Lacan also claims, “So we don't speak to the subjédtatspeaks of him, and it is there
that he apprehends himself’ (Lacan in Dor 147).eHbe subject is divided andhat
speaks” refers to “the subject in his being” (D@7 The subject cannot speak for
himself, because he is only represented in thedrse. That is why Lacan usdb&t’.
“Thatspeaks of the subject’s desire in his discourdekmownst to him” (Dor 148).
Therefore the subject can be viewed as the subfettte unconscious. This subject is
also represented only in the language. This isntiteon of the barred subject ($). In
order to establish the relation between subjectuanodnscious, it is important to define
two linguistic termsutteranceandenunciationof this utterance. The contrast between
these terms is similar to the process of manufauand a manufactured object. If
enunciation is a language act, then utterance brigihe result of an act of creation of
the speaking subject.
Lacan distinguishes between the “said” and theifgfly As was already mentioned, the
subject comes into being through language, it isuhh the enunciation-articulation,
that he comes to being himself. The subject ofuheonscious-the subject of desire,
according to Lacan, is to be found on the samd kvéhe subject of enunciatidh.
The subject’s utterances about himself causealesationin the imaginary register.
The access of the subject to the symbolic ordekesi#éhe subject to sink even deeper
into the imaginary dimension, from which he wantedfree himself. The subject is
represented in the discourse and enters the dtateab misrecognition of who he is.
This is caused by his desire and imaginary reptasen through which the subject
perceives himself®

% Dor 137
" Dor 149-152
8 Dor 157-158
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Lacan’s termalienationdiffers from the notion oEntfremdungas defined by Freud and
Hegel. For Lacamlienationis “ an essential constitutive feature of the satij(Evans
9). The alienation is a consequence of the proaelssre the ego identifies with the
counterpart. “I is an Other” (E, 23 in Evans 9)ieikation belongs to the Imaginary
dimension of the tripartite system.

Subject’s imaginary identification of himself isetbga The speaking beingérletre) is
captured in this imaginary identification. It is time mirror stage, where the child frees
himself from this captivity. Through the accessthie Symbolic( speech) the subject
frees himself but also relapses back into the imagi As Lacan defines it: “The drama
of the subject in the word is that it is there thatputs his lack-of-being to the test”
(Lacan in Dor 159).

The egoacquires the imaginary status only in relatiotht® Other. Lacan describes the
different relations in hischema L of the intersubjective dialec(ioor 161)

According to Lacan, “alienation constitutes thejeabas such” (Stavrakakis 28 (G.B.)).
At this point an irreducible lack is in the subjedtructure. This lack is here because of

the important position of the signifier and the syiic order. In Slavoj Zizek’s words:

In short, by means of the Word, the subject finfiltgs itself , comes to

itself...in the Word, the subject directly attainseif, posits itself as such.

The price for it, however, is the irretrievabtess of the subject’s self-

identity: the verbal sign that stands for the sabyjehat is, in which the

subject posits itself as self-identical, bears thark of an irreducible

dissonance; it never ‘fits’ the subject. (ZizekKStavrakakis 29)
Before moving on towards the most important therhthe Lacanian psychoanalysis,
namely the desire, it is important to define théaroof the Other. This term is actually
one of the most complex terms in Lacanian psycHgsisa There is the distinction
between the small other (0) and the big Other T@g first mentioned, the small other
(0), is the projection of the ego in the mirror.idtthe counterpart of the ego and the
mirror image (“specular image”). (Evans 133) Thisadl other (0) belongs to the
imaginary order. Whereas the big Other (O) is mdrthe Symbolic, because it is
associated with language and speech. The big Gtreso defined as “unasssimilable

uniqueness” and therefore part of the Symbolic of@eans 133).
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2.3. Need, demand and desire in Lacan’s theory

In order to define Lacan’s definition of desirejstimportant to define the object from
which the desire originates. Object of the desrddfined by Lacan as tlobjet (petit)

a. The smalla defines the other (autre). This term is not trareglaand stands for the
empty place of the desire. It is written with theadl letter because “the other which
isn’t another at all, since it is essentially cagivith the ego, in a relationship which is
always reflexive, interchangeable” (S2, 321 in E5/425)0bijet (petit) afunctions as
causa efficiensvhich means that it is a cause of the desire.Llaoan ‘object (little) a’
acquires connotations with the real but does ne khe status of the imaginary. It is
any object that evokes desire. Lacan placesdhjst (petit) ain the middle of the
Borromean knots, therefore in between the tripaditstem of the imaginary, symbolic
and real, meaning that this object stands on its amd within the tripartite scheme.

If this ‘object (little) a’ would be achieved thatould be the end of the desire. In
another words, it is an object that cannot be aelie According to Lacan
(Hammermeister 67) when the object (little) alsse to the point of reaching, it is
experienced as fear. This fear originates fronfalethat the desire would be satisfied.
The object (little) a is closely related to La@antheory of thgyaze At first, the theory
of the gaze was the same as the theory of JeanSRamé. For Sartre, the gaze permits
the subject to realize that the Other is also gestibHe refers to the permanent
possibility ofbeing seety the Other.( Sartre in Evans 72) In Sartre’s igpinthe gaze

does not necessarily concern the organ of sight:

Of course whammost oftenmanifests a look is the convergence of two
ocular globes in my direction. But the look will geren just as well on
occasion when there is a rustling of brancheshersbund of a footstep
followed by silence, or the slight opening of a ts&y or a light
movement of a curtain. (Sartre in Evans 72)
With the development of the object (little) a, Laakevelops his own theory of thaze
This one is distinct from the Sartre’s theory. &atbinds the gaze with the act of
looking, however Lacan separates the two. §aeebecomes the object of the act of
looking, or the object of the scopic drive. Thisane that the gaze is on the part of the
Other not on the part of the subject. Lacan’s thelmes not take reciprocity of the gaze

into account. As in Sartre’s case, when the sulgees the Other and the Other is seen

19 Evans 125-126
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by him. Lacan claims that “the eye which lookshattof the subject, while the gaze is
on the side of the object” (Evans 72) Lacan exgldims further in hisSeminar“You
never look at me from the place at which | see y(%”11,103 in Evans 72). This
definition is actually a subjective division of tlgmze and it is closely related to the
Lacanian film theory. It was used by film criticsyich as Christian Metz and Laura
Mulvey. Another part of this paper will be dedighte the Lacanian film theory further
onwards.

The original French terndesir is translated into English as desire, which isdyoo
because this term also conveys the continuous .faroes characteristic of desire is
important for the Lacanian concept. The conceptasire is the core of Lacanian theory
of psychoanalysis. In his work, Lacan follows Sgas words,” the desire is the
essence of man” (Spinoza in Evans 36). Lacan talkihe unconscious desire. The
desire must be articulated in speech in order toecto existence. In Lacan’s words: “It
is only once it is formulated, named in the preseoicthe other, that desire, whatever it
IS, is recognized in the full sense of the ternv4is 36).

So importance is placed on the articulation of medly the means of language.
However, desire lies in the unconscious and saghtrbe expressed by language only
in certain parts, as the unconscious is the fieddl tannot be known.

Desire organizes itself in relation to the otheacan’s fundamental distinction is among
need, desiranddemand (Dor 182) According to Freud’s theory, desire lasoots in
the first experiences of satisfaction. (Freud irr D82)

The first distinction is between need and desirended precedes satisfaction of
something real (eg. hunger). A child that is barielpless and dependent on others to
fulfill his needs. The first needs are satisfieérewithout the first demand of a child.
Now the child has a picture in his mind about $gtig his need (eg. hunger). It is not
only a picture of satisfaction but also of pleasina the child felt. Later on, in order to
have the needs satisfied, the child must expre=m®.tiThe need is articulated in the
demand. The presence of the Other evokes the defomitmle. Therefore, even if the
need is satisfied, the demand for love remains.Jther cannot satisfy the demand for
unconditional love and so this demand remains isigat. “Desire is neither the
appetite for satisfaction, nor the demand for Idug,the difference that results from the
subtraction of the first from the second” (Evan$. 37is important to understand where

desire has its origins. “Desire begins to take sh@pthe margin in which demand
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becomes separated from need” (Evans 37). Desmmotée satisfied. It is constant and
eternal.

The objet petit a, already mentioned above, iscthese of desire. It is not an object of
the desire, but the cause of it. This object issitrecalled lost object. It is important to
understand that desire stands in relation to [&bks lost object is eternally lacking and
so the lack originates from this object petit a.

People talk about desire as ‘satisfied’ or ‘undigiis, however desire itself is a drive
and so cannot be satisfied. It might happen onljhécase when desire finds an object
that satisfies it in reality. However, such an abjdoes NOT exist in reality. Lacan
explains this by stating that there is lack thainza be filled by any objeéf.

According to Gerda Pagel (66), it might be expddiras a circle. In the place where
desire is satisfied, a new one develops to befigatisVhen one thinks that the feeling
of lack is satisfied, a new lack for something elsgelops. This circle has no end.
There is a difference between what one says and ewleameans. Lacan states (Pagel
70) that the truth is in speech. People expregs dlesires, their wishes that cannot be
fulfilled. The feeling of lack is still present their minds. The mind is responsible for
desire and people wish for more than they actusdhd.

From the feeling of lack originates a fear, thiarfées defined by Lacan asanqué du
manquéor the ‘lack of the lack’. It is actually ‘the laof being’ (Evans 95). When
Lacan introduces théarred subjectthen it is the lack of a signifier in the Other.
Because of the concept of desire, Lacan establibleedifference between other and the
Other. The first is the imaginary other, associatéth the mirror phase and different
stages of the ego, id and super ego. The Otherthtltapital O is associated with the
language, with the development of speech and thwerefith the Symbolic dimension.
Furthermore, desire is compared to the metonynghgP136)

The construction of a sentence is seen as a straigs formed by words. An example
of this is the “fort-da” game already mentionedtle earlier subchapter. During this
game the child gains control over the absencesfdther by uttering 0-0-o, when the
mother is away and a-a-a when she comes back. ginrine words the child is able to
win control over his demarfd.

In order to better understand the concept of detiaean developed two graphs of
desire. It appears in numerous of his works and theappears completely. The form
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that is most known is as it appears in “The subwarsf the subject and the dialectic of
the desire” (Lacan in Evans 75). The graph has &ages. The first is the so called
‘elementary cell’ (see figure 3). In this picturbet horizontal line represents the
signifying chain and the horseshoe shaped linehies vtector of the “subject’s
intentionality” (Evans 75). The vector of the siiyimg chain ($2S’) crosses the vector
of desire (\=$, the split subject). To illustrate the elementasil even better,

Alexandre Leupin uses the utterance “I love yo@e(figure 4).

“When | say “I love you” to somebody, | provoke anticipation and a
retroaction that need time to develop to make tkeanimg of what | say
clear; the anticipation begins with the very fingird: the “I” utterance at
the same time defines the speaking subject in ioekttip to the
addressee, and creates an expectation about wkajding to do. Then
the verb “love” creates another anticipation. Themes “you”, the
object that resolves the anticipation. By retraattimy interlocutor and |
can begin to build the meaning of the statemeng¢ $entence is
immediately reread backwards in order to make Sefiseupin 22

(G.B.).

It is clear that the desire must be submitted ® ghgnifying chain so that it is not

related to the natural need, or animal instince fhture of speech is also quite clear,

[..]the subject will be barred from access to hu#l fealization of his

desire in exactly the same way as the signifyingtorecuts through the

vector of desire, thereby producing a divided stibfbat is no longer

able to adhere fully to its desire (Leupin 23 (3)B.
Even more interesting is the so called completeglyraf the desire. The double
intersection represents the message, which is miarkthe complete graph (see figure
5) as the poing(A) and this point is marked by the Other. The subdetermined by
pure need only “must pass through the defiles ef slgnifier which produces the
divided subject $” (Evans 76). The intermediatgyetaare not important for the theory
as they do not show any development. These are msé@can to put the important
stages together. The lower stage is the stageeatdhscious signifying chain, whereas
the upper leading from Jouissance to Castratidhasunconscious. It is important to
note that the upper part is structured in the samane as the lower part of the complete
graph?

The next part deals with film theory in relationltacanian psychoanalysis.
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Figure 3: Elementary graph of desire
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Figure 4: Example of elementary graph of desire
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Figure 5: Complete graph of desire

27



3. LACANIAN PSYCHOANALYSIS AND FILM

Psychoanalysis was brought to film as an auxiliingory in the 1970s. The
psychoanalytic theories of film proved to be moraluable than other theories.
Psychoanalysis was applied to film in order to exanparticular film devices of desire
and meaning. The theories of Jacques Lacan togetillerthe theories of Christian
Metz proved to be useful to the explanation of fifm

There is a considerable diversity in psychoanaytilseories of film. All of them share
one common goal: they attempt to explain the viésvenjoyment of film. There is a
wish that the viewers have but are unaware ofwiisg, it might be said that this wish is
unconscious and psychoanalysis brings the exptanaii this wish to light. Christian
Metz in his film theoryThe Imaginary Signifieclaims that cinema gives pleasure to
viewers because it satisfies the unconscious wisheoviewer. This wish is to return to
the phase before the mirror stage. Here the unity the mother is felt and no feeling
of loss or lack. The paradox is that the viewer toasxperience the loss before cinema
can fulfill his unconscious wish.

Another example is the fact that viewers enjoy Wwiatg horror films. Even though
horror evokes disgust and fear, viewers enjoy watchsuch films. According to
Barbara Creed, the defining feature of horror fisn"bodily waste” which is in the
unconscious associated with the first period oamel, where there is a pleasurable
bond with the mother. Robin Wood claims almost $hene but for him the wish to
return to a pleasurable period is before the legrof the social norms in general, so
there is no restricted period for this theoffst.

We will come to the theme of satisfying lack thrbuge watching of a movie later. In
the following the two branches of Lacanian filmahewill be dealt with in more detail.
Lacanian theory emerged in the late 1960s and 183 @sresponse towards the cinema
of integration in classical Hollywood. For Lacanidweorists it meant exposing what the
popular cinema tries to hide. According to thelitranal Lacanian theorists, classical
Hollywood cinema uses fantasy in order to decepectators (cinema of integration).

The fantasy produces illusion of freedom, in thigywhe spectators do not see the
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ideology that stands behind. This is called aceaydd the traditional Lacanian theorists
“the product of cinema’s fantasmatic power” (McGowd23). Louis Althusser
described the ideology as a means of convincingtafmes of their agency and
meanwhile hiding the fact that there is a constieupower behind®

According to the traditional Lacanian film theompe ideology is represented in the
cinema when there is continuity editing, synchrasound or high key-lighting. These
techniques blind spectators while watching a filfrhe spectator is not able to
distinguish fantasy and reality. This is done adow to traditional Lacanian film
theorists and, according to Baudry, by the cinegrafohic apparatus. The spectator is
not able to distinguish internal and external, amtdsy and desire, while watching a
film.

The new branch of Lacanian film theory is represeériy cinema that disturbs rather
than supports the ideology. Names like Joan CamjelcSlavoj Zizek are identified with
this new branch. For the film theorists that repnéghe new Lacanian film theory, it is
important to reveal the gaps and failures in thecstire and how the cinema challenges
the ideology rather than supports it. In the monvemén spectators recognize that there
IS a power structure, this structure loses itsrobnin contrast, the early Lacanian film
theory does not allow the recognition, becausedéelogy is the most important power
presented by this theory. For the new Lacanian fiieory the most important issue is
to define what the cinema represents and what afoestfail to see while looking at the
film, more than concentrating on what the ideoltggs to hide. In the new Lacanian
film theory, the spectator becomes an ally in tlgatfto reveal the gaze. This alliance
between spectator and cinema becomes most evidetitei cinema of intersection,
which attempts to depict the gaze directly. Thizeona even encourages the subject to
recognize that they have the key to the Otherolmirast, cinema of integration claims
that there is a non-lacking OtH&r.

In the next section the importance of the triparsiystem to film is explained.
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3.1 Imaginary and Symbolic or Suture in Film

Lacanian psychoanalysis has borrowed the teuture in order to explain the
relationship between consciousness and uncons@ssistt stands also for the alliance
between Imaginary and Symbolic. The Imaginary iarabterized by unity and the
relationship to vision, especially because of thieanphase of the child’s development.
It is a central thought in Lacanian psychoanalysisen the child first sees himself, he
perceives his body as unified. It is also appliedilim theory, as the child perceives
himself in the mirror and how the spectator peregihimself when he watches the
screen. The suture comes into play in the momeptwitie ego wants to fill in the gaps.
Suture helps impose unity upon the unconsciousaldd imposes unity upon the
symbolic codes and features that are unique todiuoh as shots and gazes.
Psychoanalysis offers a means for understandingrthges on the screen. The concept
of suture helps in defining the state of the sgect&mind throughout watching of a
film. Spectators move between the imaginary andogjim domains while they watch a
film. At the beginning of a shot, a spectator feeeksecure relationship to the film, he has
the feeling of unity with the illusion and feelsntml over the fictional world. However,

a moment later, as the spectator becomes awarsdjoas) of the screen frame (frame
of the image), his illusion is dismissed. This eleightens the desire of the spectator to
be again in the illusory image, in the imaginarpeTspectator knows about the frame
and therefore is aware of the world outside andigithat he has no control over it.

In film it is the shot/reverse-shot technique thasitions the spectator as an observer of
the image in the place of an imagined charactee. fidxt technique, reverse-angle shot
Is assigned to a character within the fiction amel $pectator is not addressed directly,
he remains outside the film. These techniques esponsible for the “separation of
identification” of the spectator while he watchefia.?’

The mirror stage is central to the understandingamfanian psychoanalysis and has its

meaning also in understanding the importance ostheen in film.
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3.1.1. Lacanian mirror stage and the film screen

The analogy between screen and mirror was expldigedetz on the basis of Jacques
Lacan’s psychoanalysis. The cinema is bound to rdmoduction of image and
pleasure. There is at the same time the exchantyeede subject and image and
between the spectator and the ‘apparatus’ (Metz)s limportant to mention the
Lacanian mirror phase again, in order to explag importance in relation to the
cinematic image. Lacan claimed that a child in frohthe mirror gains anticipation of
identity. The image in the mirror represents thepleteness of the child’s body. This
image is an illusion, because it hides the childsk of motor co-ordination. The
exchange between the image and identificationdergil for film theory?®

The mirror phase forms part of the imaginary. Timaginary provides the illusion of
completeness. The imaginary conceals the functidheotwo other categories defined
by Lacan, namely the symbolic and the real. A fdots like the imaginary, it blinds the
spectator to the underlying symbolic structtire.

The Lacanian theory of the child’s acquirement elf-glentity, also known as the
mirror stage, is applied to the film spectatorstoligh the application of this theory the
illusory qualities of the film are linked to thelgact (spectator) who enters the ideology
and “becomes subjected to the constraints of thialsorder” (McGowan 2).

French theorists like Metz or Baudry believed ttiare is a connection between the
psychic effects and cinema. In his theory, Lacaasses the mastery that the child
experiences while looking in the mirror. Accorditagthe film theorists, a spectator is in
the same position while looking at the screen ascthild while looking in the mirror.
The spectator gains the feeling of mastery whictieigendent on the events presented
on the screen. The child’s feeling of mastery ligsiiry as he has no such power in
reality and the same is true for the spectatorabiee he has no control over the events
presented on the screen.

According to the Metz’'s worRhe Imaginary Signifierthe spectator is absent from the
screen as thperceivedand present as thgerceiver Therefore, the spectator is never
really absent as in the real life absence. Thisrostic experience enables the spectator

to overcome for a moment the feeling of lack. laisnoment of imaginary pleasure,
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similar to the feeling that a child feels while kirng in the mirror and experiencing the
unity of his body*

Spectators never see their reflection on the screerthe identification which takes
place in the cinema is not identical with the idigdtion in the mirror. Spectators do
not identify with the image that they see but vilik act of perceiving the images. Not
only the mirror phase but also the so called “ttat-game has a significant role to play
in film theory.

3.1.2. Presence made of absence or “fort-da” gamei n
film

Jacques Lacan presented the theory of the ‘forgdaie, where a child learns to cope
with the absence of his mother through a simpleegarhis game is bound also to the
development of the speech of the child. A childremts the wooden reel to the concept
of the mother and therefore it might be considexedhe first signifier and connection

to the elements of the speech.

It is in the object to which the opposition is apglin act, the reel..to

[which] we will later give the name it bears in thacanian algebra- the

petit a..The activity as a whole symbolizes repetition...& the

repetition of the mother’s departure as caus&péaltungsplitting]in the

subject- overcome by the alternating gafoet-da...It is aimed at what

essentially, is not there (Stam, Burgoyne, Flitmrbewis130 (G.B.)).
This quote contains three important concepts fln fiheory: splitting, fort-da and
object small a. In film theory a disappearing chtgamight be described as presenting
the object small a. The concepts of film derivarirthe psychoanalytical discussions.
Therefore the split subject is the spectator aredgédize might be considered the object
small a in the visual field.

The next section deals with linguistics and itatieh to film.

3.2. Linguistics and film

The theory of film as language has its roots in2H& century through the comparison

of arts, linguistics and semiotics. By the 196@s theories were mostly bound to the
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theories of language, or linguistics. Film languagas especially compared to the
theory of Ferdinand de Saussure, whose linguisticlels were adapted later to the
specific film codes by Christian Metz. There areedpc elements that one might
encounter only in the cinema, like shot/reverset stmal then other elements that are
common in other visual media like photography, pagor theater:

Structuralism derives from structural linguistid®his movement tries to answer the
guestion “what is language like on this phenomehoirerdinand de Saussure’s
theories of the signifier and signified and langunel parole were developed further by
Jacques Lacan and also by Christian Metz. Metzbeti that the film should be seen as
language. He hoped to discover the rules that gotlee film. There is a difference
between Saussure’s terntengue and langage The former defines the spoken and
written language while the latter is a broader temmeans any signs that are used for
communication. Therefore to the tetangagemight be assigned also the language of
computers. Metz argued that film has the charastiesi oflangue however he later
acknowledged that film equals thi@ngage Cinema is founded on the resemblance
between the image and the object and not on thiegioal relationship between these
two as is the arbitrariness of the linguistic sigiich would account for theangue
Moreover, each new film image is unique and itas & combination of a finite number
of elements. Film is considered lamgage® According to Metz’s theory of thgrande
syntagmatiquefilm might be considered dangage“to the extent that it imposes a
narrative logic upon the events it portrays” (C@&6). Language and unconscious are
structured in a similar manner and film is simil@adanguage. How language is related

to film is explained in the next section.

3.2.1. Film as Language

Film is considered as being a language on its dmdividual shots are not the same as
words, because they carry a more amount of infoomatt is known that the relation

between a word and its referent is arbitrary. Wémmeone says “dog” everyone has his
own image of a dog in his mind. It is much easighwhe big screen, where when the
dog is shown, everybody sees the image of the ddga the referent in this case is not

arbitrary.
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Semiologists do not see film as equivalent to laggy but they do think of film as
language-like, as it is dependent on conventioadés. For Eco, “understanding images
must be learned” (Eco gtd. in Carroll 17). In ordercomprehend a shot, one must
decode it. Each shot is a set of conventions. Segigts claim that understanding a
film is similar to understanding reading. Film iscdded by audiences who learned to
decipher the codes of cinema, including the deapdfra single shot.

However, the real basis for film is tipéctorial representation. Semiologists claim that
to understand the picture, the audience needsaie slodes and conventions or at least
must learn to understand the specific conventidriiegiven culture. But if this claim
were true then there could be no mutual understgndf films by audiences from
various cultures and with different backgrounds.

It was proven by psychologists Julian Hochberg ¥indinia Brooks, whose one child
was raised without any knowledge of existence cfupes, yet later when shown a
picture he was able to identify the picture cofseéf The experiment by these
psychologists proves the claim that the understandf pictures is acquired naturally.
Furthermore, there is no linguistic convention reekedor understanding pictures. So
even without the knowledge of particular words, reva child is capable of
understanding pictures.

Moreover, not only humans have the capacity togem® pictures. This ability was
also observed in pigeons or jumping spiders. Howdwe showing a jumping spider a
picture of his prey, it jumps on the picture, besmit confuses the picture with the real
prey. Humans are capable of recognizing that auggcis only a manifestation of the
real thing and not the thing itself.

The next proof or reason to believe that the rettmgnof pictures is natural rather than
learned comes from the experiment with the Me’abetrin Ethiopia. When the
members of this tribe were shown pictures, theyfexhithem, because paper was an
unfamiliar material that they had never seen. Haxewhen they were asked to
identify the objects they identified these corngctbo in this case it was merely a
misunderstanding of the task that they were supmptiseo. And it is again a proof that

there is no understanding of conventions neededder to recognize a picture.
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A picture has direct relevance with film as onetshdaken as one picture. Film is an
international medium of communication because therao previous knowledge or
decoding of conventions needed for recognizingctupe. A human being has natural
recognitional capacities. Audience, humans, camgmee a picture, also a motion

picture, simply by looking at it.

3.2.2. Unconsciousness and film

The unconscious is the essential part for cineraeatsse it is important in the phase of
watching a particular film. In the first place, gibgraphy and phonography, or the
connection between the vision and sound which presian illusion, play an important
role. According to Metz it is “the impression of age and speech as present in their
absence” (Lebeau 46). And the next important parthie act of perceiving, the
perception of the image by a spectator. By the @ispn between a dream and a film,

the spectator is introduced to the psychoanalydiseocinema.

A parallel between dream and cinema had often beéoed: common

sense perceived it right away. The cinematogragbrgjection is

reminiscent of dream, would appear to be a kinddifam, really a

dream, a parallelism often noticed by the dreaméeny about to

describe his dream, he is compelled to say, ‘It Vikes in a movie..’

(Baudry in Lebeau 33)
Cinema places the subject close to the positidhefiream. While watching a film, the
subject follows rather than leads. The agent inmeam is not consciousness, it is the
unconsciousness. Films are more easily accessiatedreams, even though they also
relate to the unconsciousness. Sometimes, peoptertgeaware that they are dreaming,
they have the feeling that their consciousness thas control over the dream.
Nevertheless, this is an illusion that is usedH®y subject of unconsciousness. People
do not have control over their dreams as they ddvaee control while watching a film
in the role of the spectators. Psychoanalytic thetwdied the ideological effect of the
mainstream cinema. Nearly all early Lacanian filredrists thought that “a politically
progressive cinema is one that destroys rather graduces spectator fascination”
(McGowan 13). The spectators are vulnerable becausige watching a film, their
minds are manipulated by the cinema.
Perception of the images in the next section erplthie manipulation of the spectators

by the cinema.
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3.2.3. Perception of the images

The illusion that the film is present in the readnd is called thaliegetic effectThe
illusion is defined as “spontaneous” and the subj#ite viewer, sees himself as
“affected” or passivéTan 54).

Frijda furthermore claims that a viewer is an obeeiof the fictional world and not a
part of the fictional world therefore his fate istrdetermined by the events that he
observes® Viewers feel sympathy towards the protagonists wihey are in danger,
like when a fire is approaching their house or tasynot able to free themselves from a
cellar but they know that they are not in the saaeger themselves.

Film-makers insert more and more real elements fiston films. The why-question
stays open, however the boundaries between redlaioth lose their meaninif,

There may be the so-called “translators”, mediaba&tsveen the fiction and the reality
to create an even stronger feeling that one igtagbdéhe film. Such a mediator may be
a car or a certain breed of a dog, so that thesaadiidentifies with the character.

The process of identification with the protagonisisa film is also calledScreen
Personality Identification (SPSchmid 94). It is not always the positive chagaetho
the audience chooses to identify itself with. Somes the evil character is more
attractive. One might say that it is immoral tontfy with the negative character,
however, when the audience sits in the living raamd thinks about the evil character
by itself, no one is going to know whether it ig fhositive or the negative character that
the audience chose to refl&ét.

According to Freud, when the boundary between $&ntand reality is destroyed and
something that we have not considered real apppedose our eyes as such. In film it is
different, because we choose what we watch andrevaware of the fact that what we
are shown is fantasy and reality at the same titaen though we are watching a fiction
story, we are constantly made aware of the rediiy,example by backdrops of the
town that really exist®

A film audience gives their own personal values watching a film, small parts of the
‘I'. Film, also calledmotion picturein English gained its name because of the moving

pictures in front of the eyes of the audience. Autjht is changed into a picture, it
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might be said that speech is developed in a similanner. All the symbolic might be
transformed into pictures and into speech. Accgrdion Lacan, there should be a
difference between what is imaginary and what ralsylic. He further claims that the
imaginary is bound to thieurre (Trugbild). The spectators see themselves in thieomi
on the screen, they might change their self-idigatifon with the image that they see on

the screeri’

3.3. Spectatorship, the gaze and desire

One of the most important roles of a spectatobisetonstruct the tale in terms of its
fictional time and space. Spectatorship is ratloenmlicated in the case of cinema. Film
depends on more technological and perceptual fa¢t@n a novel for example. It is
important to bear in mind that there are competimagdels of spectatorship like the
psychoanalytical or cognitive theories and thaséheill not agree on their conclusions.
Therefore it is important to work on the perceptanmd understanding of what one is
seeing. The spectator is seen as an active particip perceiving sounds and images.
He does not only perceive but he makes hypothessdjfies, interprets and fills in the
gaps of the stories that he sees on the screes pitcess is done on the conscious and
also on the unconscious levél.

Before explaining the psychoanalytic theory of tip@ze today, it is important to
mention the earlier concept of this theory preseie Laura Mulvey. She claimed that
the male spectator might identify with the gazehaf camera and the active looking at
an object, whereas the female characters in filmetian only as objects to be looked at.
So the male spectator is in an active role, wheveasan is in the passive role of an
object that is to be looked at. In Mulvey’s theting spectator is gendered, which is the
main difference to the theory according to Jacdwsesan. Closer to the film theory by
Lacan is Christian Metz, who claims that the unged structure of the gaze is the
symbolic. Lacan attempted to disengage the objeat the imaginary so that it might
become symbolié*

Today’s film theory refers to gaze from Lacan’smoof view. The gaze is objective

rather than subjective. The spectator finds thee gazhe object, or in the film itself.
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The gaze is the trigger for the spectator’s deditee cause of the desire, as already
mentioned in the theory part of this paper, is ¢hget petit a. According to Lacan’s
Seminar X] “The objet petit a (further ‘object little &’) ithe field of the visible is the
gazé (McGowan 6).

So it is not the look of a subject at an objectthet“gap within the subject’s seemingly
omnipotent look” (McGowan 6). This gap means thatur* desire [desire of the
spectators] manifests itself in what we see” (Mc@n\g).

The subject cannot apprehend directly the gazes & lost object, the subject never
possessed this object and therefore there is nast@aecovering this object. Because
of the loss of this objectlesiredevelops itself. When there is an object whicheapp
to satisfy the desire, even after obtaining thigctthe desire is not lo&t.

According to Lacan, there is a form of the ‘objkitle a’ that corresponds to all human
drives. In every case this object is a lost objdut, subject separates itself from this
object and so the process of desiring comes intiogbé&n example of a drive is the
scopic drive, or the drive that motivates humalotk. The gaze appears to offer access
to the unseen, it promises the secret of the Othdronly to the point when it remains
hidden. The subject is not able to uncover theetaafrthe gaze. The subject can only
follow the path of the gaze, in the psychoanalitsis called the drive. Scopic drive or
in other words scopophilia refers to the desirétk. In film this term is used when a
spectator is looking at the screen. A double phesman occurs namely, at first the
cinema “constructs the spectators as subject (gmelber of the gaze- that is, at the
moment of the mirror phase) and second establidieslesire to look (the drive to
pleasurable viewing- that is at the moment of thenagl scene)” (Hayward 301).
Scopophilia as such has a philosophical meaningFreud and even for Lacan,
however, it has become “something as a dirty waerdilm studies” (Miklitsch 94
(G.B)).

Scopophilia or voyeurism, might be defined alsah®/words of Chafetz:

Scopophilia, or voyeurism, is enhanced by the mataf viewing
experience. The brightness of the screen and theness of the theater
position the spectator as if he is spying on tharatters. [..]The ability
to look is associated with cultural power, and thet that the film’s
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characters do not know they are being watched €giney almost never
address the camera directly) enhances the speatatense of power.
(Chafetz 201 (G.B.))
Scopophilia is enhanced by the darkness and sairieena is important for the survival
of the scopic drive. There are two types of cinemanely the cinema of integration
and the cinema of intersection and these are diffeated according to their relation

towards desire and fantasy.

3.4. Cinema of desire and cinema of fantasy

Through the entrance into language, a being becomesibject and the need is
transformed into desire. Desire is much more compth@n need, desire is oriented
around the Other and what the Other wants. AccgrtbrLacan, as already mentioned,
the path of desire is infinite; this means thatirgelsas no end or satisfaction. The need
can be satisfied by an object, however, desire irsnansatisfied even after reaching
the desired object. The gaze is a trigger forrddsut remains as an impossible object
in the field of vision. In other words, desire ih1at we do not see, this allows us to
distinguish the ‘cinema of desire’ and the ‘cineofidantasy’**

The cinema of fantasy has the aim to reveal moae fheople see in everyday lives.
This kind of cinema allows the spectator to recegrand experience in a form of the
gaze the experience that exceeds the normal lifeleWvatching a film, the spectators
are immersed in the movement of images and thasesef lack is minimized, at least
during experiencing the film.

The images leave little space for development ddirde nevertheless there is a
connection between cinematic experience and déSinema of fantasy manifests itself
through the image, in the cinema of desire, theegaza means of absence and
impossibility. In the cinema of desire, spectatare in the position of the desiring
subjects. This kind of cinema reveals the impoBsilof the ‘object little a'= the gaze,
as it depicts the absence of the visual field. @ihema of the desire is not the popular
cinema, because while experiencing the cinemaeofidsire, the spectator experiences
what he does not have. The cinema of the desieatethe gaze through the absence of

the object that would satisfy the desire. It is aripnt to distinguish between the object

3 McGowan 69

39



of the desire and the ‘object little a’. The lattere causes the subject’s desire, but it is
not the desired object. The ‘object little a’ senas a drive for the desire. When one
person wants a lollipop, by obtaining the lollipthee desire does not vanish. It is not
satisfied by the desired object, because it cabaaatisfied. In creating a film story, the
filmmaker leaves gaps in knowledge and thereforausates the spectator’s desire.
Films manipulate the absence and in this way régukpectators’ desire. This
manipulation is due to the difference between #mn$ discourse(discourse) and
histoire (story). The discourse is what spectators see ®sdreen and the story is what
has really happened in the film universe, whichftine constructs'*

The cinema of desire allows the spectators to Haenjoyment from the lack, in other
words to embrace the continuous nature of desiostfMIms present fantasy rather than
the gaze as an absence, this is momentarily satisfiiowever, spectators soon realize
that this does not satisfy the desire that they g the cinema of desire spectators
learn to embrace and enjoy desire itself. Thesasfilprovide more fundamental
satisfaction than the cinema of fantasy.

Cinema of desire develops films that create an ssjide object through narrative and
techniques such as editing and the framing of misescene. These films aim at
triggering the desire of the spectator and make dware that this desire is eternal. An
example of such films is the French nouvelle vaglieese films do not follow a
prescribed narrative, they seem to be without &iring constraints (borders) of the
story. These films stress the importance of coetioy. The fact that the French
nouvelle vague refuses to depict the gaze meargtemtfal opening for fantasy. This
would be a misreading of these films, but the damgevails because of the openness
that is characteristic for the French nouvelle \agdthe value of this cinema lies in the
fact that it presents the absence of the gazemiHilmic image. This is done in order
to represent the gaze as an impossible objecthdret films object of the desire is
represented as a banal object, in this way thessiselaid on the fact that this object
really is nothind'® Such cinema is best presented by Orson Wellesnfilms, such
asCitizen Kang1941) andviagnificent Ambersond.942).

The limitation to the enjoyment of desire is itst@dity. Through the fantasy, a subject
does not experience his own enjoyment, but an in@agienjoyment through fantasies
about the enjoying other.

4 McGowan 70-74
4 McGowan 83-91
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3.4.1. The cinema of integration

In this kind of cinema, the gaze is no longer apassible object, but becomes just
another empirical object in the film. This cinemathermore works with ideology
which means that it has the function of returnihg subjects to the social order. The
cinema of integration is the most common kind & dnema today. The roots of this
cinema lie in Hollywood, however marks of this aime might be found also in some
independent films. This cinema is popular becatiabaws the spectators to experience
“the traumatic excitement of the gaze while remansafely within the structure of
fantasy” (McGowan 115).

The cinema of integration inserts the gaze intovikible field and causes the gaze to
disappear; it differs from the cinema of desire dadtasy, as these emphasize the
disruptive power of the gaze. The cinema of iraggn integrates desire and fantasy.
Through the absence of the gaze, desire is presantk fantasy allows relating to this
absence.

In the cinema of integration, ideology uses fantasg desire at the same time. Desire
drives subjects to change their world and fantagjates satisfaction with the world.
Therefore, the importance lies in the overlap betwéhe cinema of desire and the
cinema of fantasy. This cinema “opens with the gezan absence- a lack in the Other-
and then depicts the absence becoming a presenmeceass of repairing the lack”
(McGowan 128). Films that belong to this kind afaina are films by Ron Howard and
Steven Spielberg. Films by Ron Howard all have rg yaportant characteristic for the
cinema of integration: they are all hopeful. Sut§dspectators) need hope and it is also
one reason for the attractiveness of the cinétaese films include€Cocoon(1985),
Ranson(il996) andBeautiful Mind( 2001). Films that belong in this category by &tev
Spielberg arelaws (1975), Jurassic Park(1997) andSaving Private Ryaif1998), to

name just a few.

A sub-category of the cinema of integration is tedaby films that first introduce the
world of desire and then the world of fantasy. hede films spectators first see the
world of lack and then they are transferred to aldvarhere the impossible is replaced
with the accessible. To this category belong filsisch asThe Wizard of O%Victor
Fleming, 1939),Back to the FuturgRobert Zemeckis, 1995) antitanic (James

4 McGowan 131
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Cameron, 1998). The problem with these films ig ttafirst they show two divided
worlds, the one of desire and the other of fantdwever by a certain time the
boundary between them becomes blurred and thare @ear distinction between the

two.

3.4.2. The cinema of intersection

The cinema of intersection is the one that dividesire and fantasy. The films of
cinema of intersection are known for a direct eigpere of the gaze. Spectators
“encounter an object that does not fit within tileic field of representation and yet
that very fact indicates [their] involvement in tHeeld” (McGowan 163). Because of
the direct experience, spectators are forced talsmaselves in what they see on the
screen. Everyday lives are marked by fantasy asdedtogether. Only the cinema has
the ability to keep the world of fantasy and therld@f desire as separate ones. The
importance of the cinema of intersection is theeascto the impossible. Ironically,
Hollywood films are criticized for the very samegpenting the impossible as possible.
By fantasmatic scenarios, spectators gain theiollughat they might achieve the
impossible. In the cinema of integration, when ianpossible object becomes an
empirical object, it might be experienced in thediof vision, however in the cinema of
intersection this is not possible. In the cinemantérsection the gaze and the field of
vision cannot be combined and the emergence ofrmans the destruction of the other.
Therefore the cinema of intersection representsomtradiction to the cinema of
integration. To keep the desire and fantasy separstans to be able to distinguish
between reality and the illusion and even haveetigerience of “the traumatic real”.
The subject (spectator) decides to embrace theymjiot and wants to discover the
impossible object- the gaze. This subject doesesoape the path of desire, he rather
chooses the enjoyment. In the cinema of intersecpectators “experience the shock
of the encounter with the impossible object” (McGowi67).

During dreams, people usually wake up before ttze garevealed to them. According
to Lacan, “A dream awakens just at the moment wheould unleash the truth, so that
one awakens only in order to continue to dreamdremam in the real, or to be more
exact, in reality” (Lacan in McGowan 167). The emeeof intersection forces spectators
to remain to the endpoint to experience the gahes Rind of cinema uses fantasy, but

keeps its limit and so spectators come to medr#uenatic real.
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The cinema of intersection reveals the gaze whéedbmes present and then when it
disappears. These are the only times when spestatight experience the gaze.
Therefore the traumatic impact of the gaze mightekperienced only at these two
moments. In this way the cinema of intersection thaspassword to the experience of
the gaze, because it holds the worlds of desirefantsy separated. The spectators’
enjoyment is the answer to the desire of the Otheahis kind of cinema, our fantasy is
the support for the Other at the point of lack. @esire of the Other transforms into the
spectators/subjects’ enjoyment. In order to gagedom from the Other, the subject
must embrace the gaze and identify himself withitthgossible object’ This might be
explained as a new psychoanalytical cure of thernsan of intersection. Because this
cinema presents the traumatic encounters with #me,gthese films are the “most
disturbing films to watch” (McGowan 169).

To this kind of cinema belongs the suspense thriBeispense thriller is closely related
to the notion of suspense which is explained innéet part of this paper. The reasons
why the suspense thriller forms part of the cineshantersection will be given in the

section after the suspense thrillers.

4" McGowan 168-169
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4. SUSPENSE

There are new theories and suggestions that dehl what suspense is and how it
actually works. There are two main views absuspenseepresented by two groups of
researchers and scientists. The first group cldirasthere is the so called ‘paradox of
suspense’, which means that a work which is alrdambwvn to the viewer may create
the feeling of suspense for the second time. Therairoup claims that the suspenseful
feeling may be evoked only when the viewer doesknotv the outcome of the film.
These researchers are Gerrig, Carroll and Brewer.

However, there is yet another approach possiblenwihealing with suspense, the
psychological approach. It concentrates on thepteme and the differences between the
receptions by various viewers. In this case, thetemal process is important in the
experience of suspen&e.

The Random House Dictionar{1987) definessuspenseas “a state or condition of
mental uncertainty or excitement, as in awaitingdecision or outcome, usually
accompanied by a degree of apprehension or anxiggfidom House 1917).

There will be very few people who would actually gyjod watch something suspenseful
if this was the only definition of suspense. Noboedyuld like to feel anxiety, because
anxiety is associated with negative feelings.

Of course, suspense can have a positive meaMrgbster’'s Third International
Dictionary (1986) defines suspense as “pleasant excitemento ag decision or
outcome” (Random House 2303).

The common entertainment discourse structures filmaare: surprise, curiosity and
suspense. In the structure of surprise, criticeErmation is concealed to the viewer at
the beginning and revealed unexpectedly later.viéer becomes curious because he
is aware that he lacks some information and thigosity is resolved when the
information is provided. Suspense underlies thelevstructure of a narrative (or film)
and leads to a significant outcome. The basic idiffee between the feeling of suspense
and the feeling of surprise which is in many waiysilar is the fact that the feeling of

suspense lasts longer than the feeling of surprise.

“8\/orderer, 233-234
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Suspense is an emotion, a desire to find out ath@uprogress of the story. Cognitive
processes in the viewer’s mind interact with specifirrative features.

The word Spannungin the German language has two equivalents in Bhglish
language. These are ‘tension’ and ‘suspense’. idahs used for the statiSpannung
The term ‘suspense’ is used for the dynamic, agbetedSpannung Suspensés a
more specific term in film and narratiVéFundamentally, suspense is created in places
of uncertainty. It originates in the empty placés dlm which the viewer would like to

fill with information.*

There are two types aduspenseone isstory-level suspensand the other one is
discourse-level suspenséhe first type ofsuspenseas established in the story by the
means of open questions. These questions haveséoahimited number of answers or
solutions, in order to sustain the suspense. Thdipieu alternatives establish a
suspenseful atmosphere, as the viewer has onlstialganowledge and is curious about
what is going to happen next. The other typeswspenses discourse-level suspense
Here the suspenseis established through textual schemas. Accordiagthe
psychologist, William F. Brewer, there atéberrachungsschemésurprise schema),
Rétselspannungsschema (puzzle schema) and Konflikt- und
Bedrohungsspannungsscher(tareatening schema). These are of course thd-idea
models of the schemas; a combination of theselig found more often.

Furthermore suspensanay be either pleasargustress (Eutensiorr unpleasant or
even undesiredjystress (Dystensionj Suspense strives for the solution. Tension and
relaxation create a schema, one leads to the atitkso both are required. People need
suspense in their everyday lives, they like to vimitthe solution and this is also the
reason why a film with suspenseful elements is gpufar. Moreover, tension and
relaxation moments are to be found in music totmHs not the only medium that
evokes a suspenseful atmosphere. In the case pérses one asks ‘what happened
then?’ or ‘what will happen next?’ A very importdiaictor in dealing with suspense is
time. Moments in movies create the feeling of saspein the viewer or in the

audience’

0 \Wenzel22-25
1 Wenzel 22-33
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Another idea in the field of suspense is introdubgillmann. His theory, also called
the ‘empathy theory’ is based on the assumptionvieavers participate emotionally in
watching a film or reading a book. The viewerseangnce suspense because they are
witnesses to the action in the story. During theeoation they feel empathy with the
protagonists and antipathy with the antagonists.

Zillmann states his theory in two main points:

1. Readers or viewers must feel sympathy for paoiegs; at least they

must not dislike them.

2. The harming of the protagonists has to be likely not (in the

perception of the readers or onlookers) absoluteitain.

(gtd. in Vorderer 235)
According to Zillmann, the reader (or viewer) ertlagrees or disagrees with the non-
ambiguous characters; he follows their actions @cldes. The question is that there
are many pieces of film with characters that are“dear-cut” regarding their actions
and characteristics. These characters have to detdisions throughout the story in the
same way as the non-ambiguous characters do. Zillimaheory regards works with
the “landscape of action” (Vorderer 238), which meahat the goals and aims are in
the foreground and the emotions and thoughts ofrackers are of secondary
importance.
In the world there exist people who love suspemskaso others who are not able to

appreciate it.

4.1. Philobat and Ocnophil

Michael Balint asks why do people enjoy the rideaiinusement parks. There are three
characteristics that these people share. The ifréhat they want some amount of

conscious fear, there is no real danger presentrendisitors of the park are aware of

it. Second that they expose themselves freelyigoféar and the third is the hope that

they can master the fear and they are going tateeagjairr’

* Derry 22
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The experience in an amusement park is comparethetcexperience of suspense.
People look for other kinds of thrills, these dd have to be life threatening but evoke
thrills and people enjoy them in a similar way las tides in amusement parks.

Balint furthermore defines two terms that expréssdrientation of people as spectators
towards the world. These aphilobatismand ocnophilia A philobat is someone who
enjoys thrills and an ocnophil does not enjoy th&tme majority of people, spectators,
reside in between these two extrerres.

For an ocnophil, the world is made of objects wrach separated by empty spaces. The
ocnophil lives from object to object, as he is @fiaf the empty spaces.

A philobat sticks to one particular object or motgects, which are called ocnophilic
objects. It is similar to an artist sticking to Ipaint-brush. For a philobat the world is a
‘vast space’ that he needs to explore. The ocnigpbidject is perceived as dangerous
and because a philobat cannot escape the thingshéhaonsiders dangerous and
unpredictable, he will not let the object go. Torhere precise, the ocnophilic object
does not have to be harmful for the philobat, & #hing that he keeps by himself. For
example in the moviélhe Postman Always Rings Twied@ ocnophilic object would be
the ladder, which in the beginning helps the protégt to commit murder but later on it
is the object that convicts him. The philobat dneswant his object to be taken away
from him, the object is a source of security. Acliog to Balint, this principle is

applicable to aesthetic perception.

Modern art, which tends to dissolve the objects #mdatens to merge
them once again back into their environment, undemthis reassuring
experience. The diminishing importance or even detepdisappearance
of objects must give rise to ocnophilic fears whidly explain why

certain people have such an inexplicable resistémcand even disgust
for, modern art, while others, more philobaticadifuned, welcome it
with open arms, occasionally without criticism. [iBaqtd. in Derry 115)

Balint furthermore claims that people (spectatostlive for harmony between
themselves and the environment. This is achievexigi various forms of ecstasy and

suspense thrillers end in such a Way.

* Derry 23
* Derry 30
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4.2. Suspense thriller

What is suspense? It is seen as a structural detheespectators have a part of
information that the protagonists do not have. Thegy anticipate events that will

happen in the story according to their partial kisalge. Terms like “suspense thriller”

or “suspense film” are used but there is no clesrsensus what they actually depict.
The concept of suspense is similar to the concépgenre. In the case of genre
difficulties prevail as to what may be classifiexiane type of genre. Literary theorists
actually look for similarities between works anenhdefine them as a specific type of

genre.

Charles Derry gives his own definition of Suspetisgiers:

1) The suspense thriller can be defined as a cmmg which
presents a violent and generally murderous antagonn which the
protagonist becomes either an innocent victim onoamprofessional
criminal within a narrative structure that is sigrantly unmediated by a
traditional figure of detection in a central paiti
2) The suspense thriller can be recognized by thkipte presence
of various elements such as murderous passionsspicanies,
assassinations.
3) The suspense thriller is actually an “umbreti@hre comprised of
an evolving complex of (sub-)genres.[..]

1. The thriller of murderous passions

2. The political thriller

3. The thriller of acquired identity

4. The psychotraumatic thriller

5. The thriller of moral confrontation

6. The innocent-on-run thriller
(Derry 63)

In the genre of suspense thriller significant filmere made by authors such as Alfred
Hitchcock and Claude Chabrol, together with authides John Frankenheimer and
Costa-Gavras. These authors made films that wevevative and distinctive from

others’ suspense thrillers. More attention willdazed especially to the two categories of

suspense thrillers, namely the psychotraumaticllehriand the thriller of moral

confrontation.
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4.2.1. Psychotraumatic thriller

This kind of thriller is best defined by the inventof the types of suspense thriller,

namely Charles Derry:

The psychotraumatic thriller is a film organizecdwnd the psychotic
effects of a past trauma on a protagonist’s curirerdlvement in a love
affair and a crime or intrigue. The protagonistailsvays a victim-

generally of some past trauma and often of redhing who take
advantage of his or her masochistic guilt. The agohist may
occasionally be criminal as well. [..] This genrd fBim takes

considerable advantage of mystery structures a$ agelof suspense
structures, in that the source of the past traumthe truth behind the
present crime is not revealed until well into tlaerative. (Derry 194)

A psychotraumatic thriller proceeds as follows:

the introduction of the protagonist, the manifestabf his or her trauma,
involvement in a present crime ( of which the pgataist may be
ignorant, its perpetrator, or its victim), involvent in a love affair; one
or more re-enactments of the trauma, some of whiely appear in
symbolic forms; the revelation of the source of gast trauma or the
truth behind the hidden crime ( at least one ofe¢heffected through a
flashback), a resolution of the love affair, an@ thctual or potential
psychological integration of the protagonist. (et95)
These films are recognized by the presence of elesrseich as trauma, guilt, climactic
flashbacks and psychoanalysis. There is also adbsesand other psychological
disorders like acrophobia or kleptomania.
According to Balint, this kind of thriller presengs protagonist who suffers from an
unresolved conflict that manifests itself in an atonal relationship with objects. These
objects are either a fetish or the source of feartlie protagonist. The protagonist is
attached to the former whereas he seeks defendeamsms for the latter. The goal of
the protagonist and the final step in these filmtidestroy his ocnophilic associations
and face a more philobatic world with its posstteit>’
The director, Alfred Hitchcock, who was always meged in psychoanalysis,
contributed profoundly to this category of thrilerFilms like Psycho, Vertigoor
Spellboundare the most famous onéxsychowill be discussed in the next main part of

this paper.

" Derry 195
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4.2.2. The thriller of moral confrontation

The definition of the thriller of moral confrontati is also stated by the inventor of the

types of suspense thrillers, Charles Derry:

The thriller of moral confrontation is the film agized around an overt
antithetical confrontation between a character esgmting good or
innocence and a character representing evil. THé®s often are
constructed in terms of elaborate dualities whicipleasize the parallels
between the victim and the criminal. The detecfmee, if present, is
inevitably subsidiary. (Derry 217)

A certain pattern is repeated in this kind of teril there is always a struggle between

good and evil and the ambiguity of moral issuesgs Kind of film follows the same

structure:

[..] the introduction of the protagonist and his leer adversary; the
assignment of the victim/protagonist to the roleonfobserver or witness
who could potentially endanger the adversary [..€] ¢éhaboration of the
symbiotic relationship between the protagonist #mel adversary; the
transformation of the protagonist from passive imicinto an active
fighter who struggles to defeat; a series of insiregly tense cat-and-
mouse encounters between protagonist and adverdaigrry 218)
In one moment the protagonist becomes aware ofdtversary’s power and adopts
more useful methods in order to defeat the adwersan the end, in the stasis, the
protagonist reflects on the meaning of his/herggte.
The thriller of moral confrontation is differenbfn the psychotraumatic thriller and it is
distinguished through various elements. Often them@ child protagonist, then an evil
protagonist who is not easily recognized becausadupts the identity of a moral
person. The time is limited to a few hours, at thtenost one week.
According to Michael Balint and his terminologymiiilobat and ocnophil, the good and
moral ocnophilic protagonist is forced to move afithis ocnophilic world by the
philobatic adversary and experiences thrills andgda In the end he returns to his
normal lifestyle, however he is more open and neasiter experiencing the philobatic

side of the world and becomes a balanced persprlit

8 Derry 219
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One of the most famous thrillers of moral confroiota is theShadow of a Douldby a
master of this genre, Alfred Hitchcock. The struetwf this film is organized in
dualities, always showing the two sides. There tave main protagonists, Uncle
Charlie, an antagonist and criminal and his niearaed after him, Charlie. When Uncle
Charlie comes to town to meet his niece Charlies itlear to the spectator that the
shadow of doubt will diminish together with the depre of uncle Charlie from the
town. A really suspenseful sequence in this filnwteen Charlie, the niece walks into
the library, as she wants to know what the artiedes that her uncle had cut out of the
newspaper. As she finds out that it was about M&vigow Murderer and that the
initials correspond with the ones on the ring thias given to her by Uncle Charlie, she
knows the truth that her uncle is a murdéer.

A suspenseful atmosphere is created by isolatiagthtagonist, a figure who is totally
alone in the darkness, when Charlie walks out eflittrary. The same scene is visible
in The Windowdirected by Ted Tetzlaff, where a little boy Tomm seen in the same
position, isolated and in the dark.

The story ofThe windows based on the story of Cornell Woolrich who ie #uthor of
Rear Windowas well. A little boy, Tommy withesses a murder batone believes him,
however he is persecuted by the murderers. This diépicts an interesting everyday
theme, a child that is caught in the world of aslultommy has a vivid imagination and
that is also the reason why policemen do not cendidn as a serious witness. The last
sequences literally play with the spectator, legqviim in a constant feeling of
suspense. Tommy is left in his room by his fathed #e spectator knows that the
murderers are going to come for him. The vieweisféer Tommy and because the
protagonist is a child the suspense is even grelateing the last scenes, the spectator
even wishes for the resolution of the suspensijigalmost unbearable.

Similar to Hitchcock’'sRear Windowis the film, Blowup by Michelangelo Antonioni.
The main difference between these two films is thiathcock wants his spectators to
identify with the main protagonist; however Antomiovants the spectator to have a
chance to observe the main protagonist objectiviehpmas, the photographer, follows
a young woman and an older man to a park and hetsespies on them and takes
pictures. The woman notices him and says that slrésato be left in peace as the park
is a public place. The spectators feel that shigig but also want Thomas to continue

¥ Derry 219-221
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and to satisfy their desire to spy on others. Lterwoman visits Thomas and claims
the photographs. After that, Thomas puts the phafdts in a large format on the wall
and carefully observes them. In one of these heodess a shadow of a man holding a
gun and in another is a corpse in the bush, theam&sncompanion. This scene is a
central scene of the film, as Thomas stands imtidelle of a moral confrontation. Then
he finds the corpse in the park, but the photogaptd the corpse too are removed and
the spectator never finds out by whéh.

There is a third type of suspense thriller accaydm Derry, however “the innocent on
the run” type will not be discussed any furthethis work, as it is not considered to be
relevant for the topic.

In the last part, a suspense thrill®sychoas well as its relations toward Lacanian

psychoanalysis and film theory, will be presented.

0 Derry 238-243
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5. PSYCHO: APSYCHOTRAUMATIC THRILLER?

Charles Derry divided suspense thriller into mar@ugs, or types. These were already
mentioned earlier in this work. This paper streseesmportance of two types, namely
the psychotraumatic thrilleand the thriller of moral confrontationThe boundaries
between the types of thrillers are not clear-cut trere are suspense thrillers that do
not fit into one or the other but they share eletsien both.

The fact that the boundaries are really not clemtight be seen when taking a closer
look at the filmPsycho This film will be taken as an illustrative exampleto prove
the main thesis of the substitution of the feelingf lack with the resolution of
suspense. It might be said that this film clearly belongs tbe category of
psychotraumatic thriller. Nevertheless, there alements that could easily point
towards the category of the moral confrontationilér It is not clear whether the main
protagonist is a good one or an evil one. Frombiginning onwards, the viewers are
suspicious about him. In the thriller of moral aamftation, the evil character often
adopts the identity of the moral character, asadlyamentioned in the chapter dedicated
to this kind of thriller. The time span in thisril is limited and this is another
characteristics of the thriller of moral confrombat

It is obvious that it is not that easy to categetizese films according to the types of
thrillers, especially in these two categories. Tikialso the reason why analyzing these
two types might be even more rewarding as theseoteeally fit in any category.

The suspense thriller belongs to the cinema ofsetdion. In the suspense thriller the
world of fantasy and the world of desire are diddAs in the cinema of intersection,
also in a suspense thriller, a spectator encouttterampossible object. The spectators
want to discover the impossible object, or in otwerds, the gaze. In the case of the
psychotraumatic thriller, the protagonist is invedvin a love affair and a crime or
intrigue. InPsychg the main protagonist Marion is involved in arrigie, because she
steals money from her boss and also is in a lofer afith her lover, Sam. It might be
claimed that Marion’s fantasy world is life with i8aln reality, Sam cannot live with
her because he has to pay alimony to his ex-wiégeht is visible that the two worlds

are separated and therefore it might be claimetdR&ygchois a film that belongs to the
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cinema of intersection and therefore the suspdngket might form part of the cinema

of intersection.

Hitchcock was aware that form creates content hatiform is specific to all kinds of
expressions. A good filmmaker takes a form andufhothe characters and visual
devices gives it life. This is whysychois such an important film. It was created as an
experiment and gained commercial success. Thisifilmo special because it has an
emotional charge which cannot be ignored no maib&r many times a spectator sees
the film. Only a few films befor®sychowere so shocking for their viewers. Each shot
of this film is packed with information and it i®ihpossible to decipher it all in a single
viewing. The choice of black and grey and the canmapvements signify a point of
view of a character. When one sees this film moneg, one begins to realize that the
story is revealed in almost every scene of the.filthis Hitchcock film ends with a
huge question mark. No other film ends with so mucianswered befor®sycho
Spectators are left to face their own fears andith@own®*

Psychowas the first movie where cinemas were pressuo¢donadmit spectators after
the movie had begun, which was against the traditemd against the fact that working
hours did not allow some spectators to come on. thm@ther thing that the spectators
were told was not to tell the ending. This filmieel highly on the final twist and to
know the end would ruin the whole tension and snse¥

Alfred Hitchcock created a double shock for hisctgtrs by “boring” them at first.
Not boring them literally, of course, but by shogievents without tension. He actually
teased and tortured spectators who knew that te@sid suspenseful moments were yet
to come. Again, Hitchcock used the suspense owgrisa technique. Spectators are in
a continuous tension and fear as they know thathttiles and chills will come late?®
Robert Bloch, who invented the character of NorBates, was inspired by the case of
Ed Gein. In Gein’s house were found female bodiele made furniture out of their
bones and out of their skins. Before killing thera tortured the women, mostly
vagrants. One part of the house was set aside.assleciated this part with his long
deceased mother and respected this part as heBpach’'s Norman is different from
Hitchcock’s Norman depicted by Perkins. The conceptwhich Bloch introduced

¢ Kolker 23-25
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Norman did not appeal to Hitchcock at all. Bloclsd#&es Norman as a fat, bookish
creature who does not resemble the actual Nornsmih see ifPsychc®

Alfred Hitchcock used his own experience from ddhood, when his father let him

spend a night in a jail. This experience was fachtock terrifying and influenced his

later life enormously; he mentioned this eventlinast every interview®

5.1. The importance of a spectator in relationto P sycho

Terror is what Hitchcock tried to achieve in thesffiplace. The creation of terror is
dependent on the reactions of the audience orapest So the effect of terror needs an
active participation of the spectators. At firsitdHcock awakens the worst feelings in
his spectators and then, through the film they bereatisfied. It might be claimed that
by watching a horror the lack that the spectatesd is satisfied momentarily. Alfred
Hitchcock never cheats the spectators. Sometimes/bes the attention, but he always
leaves enough information for the spectator tolide o reconstruct what he saw. This
is especially true witfPsychg where every detail is revealed to the spect&fors.

It is important to note that the spectators do jost follow the plots. By subtle hints
they anticipate what is going to happen next. &keerience of the film involves the
intuition of spectators and also their thinking athevith possible reactioré.

The spectators (we) are taken from the normal ¢éoattnormal irPsycho It makes us
aware of the time and at the end presents a situathere there is no time, namely
Norman’s situation and his understanding of time.

By the POV (point of view) shots, spectators idgniith the characters and often the
camera is taken for a ‘pair of eyes’ that are iinlyspresent?

We (spectators) are encouraged to identify withibdgrespecially in the conversation
with her lover Sam. Marion is the principal figwgidentification for spectators. She is
more straightforward than Sam. She moves more alieally and is much more

favored by the camera than other charactérs.
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The money that Marion steals is used to evoke fleetator’'s lust for it. Hitchcock
transfers the fate of this money in a trivial matdd so in a way disappoints and
confuses spectators. Marion actually never cleddygides whether she will keep the
money. Actually, Marion realizes later that shdesthe money to avoid her problems
with Sam. She wanted the money to solve the siindietween Sam and his ex-wife.
Her actions are not rational and it seems thatdsi®s not control her own decisions.
Marion drives in her car to the motel and here sleets Norman Bates, the owner of
the motel.

The meeting of Norman and Marion is thought to lie ¢ore of the film. The normal
and abnormal behavior of these two characters ngpaoed. A parallel between these
two patterns of behavior is established. Mariordsmpulsive and Norman’s psychotic
behavior is presented in detail to make spectatas that there is no further
development possible for either of them. Spectdindssomething strange in Marion’s
decision to return and leave Norman there in theehvaith his mother unhelped.

The shower scene that follows is in a way prepasimgctators for the shift. They have
to move their attention from Marion to Norman. Meridecided to return the money
and so the shower scene seems meaningless anahtprasshock for spectators. It
seems almost impossible to recover from such akshbthe first time and this scene
actually shocks almost each time one watdP&gcho Now Marion is dead and so the
center of the spectator’s curiosity becomes Normdorman evokes the protective
feelings in spectators, because he seems very d$lyatiga sensitive and vulnerable.
While Norman cleans after his mother’'s crime, taemera becomes subjective and the
hands that are cleaning are no longer the handdooman but the hands of the
spectators. The attention of the spectators ecthd one last time to the money that is
hidden in a newspaper. The money lost its sigmfieatogether with Marion’s life, her
dreams and desires and her relationship with $am.

Norman attracts the attention of the spectatosutyin the invitation for a simple meal.
The manner in which he invites Marion is nervous ddao enthusiastic. His admission
that he hates and loves his mother makes spectatoesis about this charactér.

At the end as we (spectators) understand that thasenever Norman’s mother only
Norman himself, all the events become clearer. Mheder of Marion was in a sense a
substitute for rape, which Norman could not do. iblars also a symbol of freedom
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that Norman will never achieve. As Norman said e gcene, all people are trapped in
their private traps. Now, spectators are able tejpicthat a part of Norman resides in all
humans. Each human has the capability for good@melil. This film not only shows
this but it allows spectators to experiencé it.

Norman is an interesting character also becausesafuality. He acts in a moral way
and also in an immoral way, he is a divided perbgnane part is the Mother and the
other is Norman himself. Spectators sympathize Withman after the death of Marion
but there is one thing that destroys the sympatfies moment. It is exactly when
Norman throws the money into the trunk of Marioo& together with Marion’s dead
body. Here, spectators think about the waste anat wiey could do with such an
amount of money. Even the brutal murder of Mariosek its meaning for a moment.
Norman has no material feelings, he did not evethéyoto look into the rolled
newspaper. Alfred Hitchcock plays with the specgtitemotions and knows exactly
how to achieve that. Even though Norman’s actemessometimes immoral, spectators
sympathize with him.

Alfred Hitchcock knew well that movies and all texdre dependent on the mind of the
beholder or in other words the spectator. In theseyf the viewer lie meaning, beauty
and horror. Every scene carries the whole movidtsalf. In every scene is the
accumulation of the meanings and emotions of tleetspors. Even though the previous
scenes and the moments where the spectators éetntiotions are no longer visible,
they carry the meanings and feelings with themseludil the end of the movie and
even hold these feelings after they leave the cenem

In the case oPsycho spectators need a couple of minutes to recoween the brutal
murder of the main protagonist. In other filmssitobommon that the climax is alternated
by relaxation, howevePsychooffers no relaxation and the camera stays withdied
body. After the death of Marion, the spectatorsdagrived of her POV (point of view)
and the only identification figure that is leftNerman’®

For Norman the figure of Marion meant a personifaraof his desire. What desires do

the spectators have while watching Marion and Nortna
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5.2. Notion of desire in Psycho

In this film, as in other films, Hitchcock provislethe world ofdesire and the
intellectualworld or the world of logic’® It is as if a mirror produced the image of our
own desires. When we see Marion take the moneydorlover, it is as if our own
problems were solved. The temptation that Mariaisfés felt by the spectators at the
very same moment. The more the film is concentratethe object of desire and fear
the more intense it becomes.

At the beginning of thePsycho spectators feel desire and also contempt towards
Marion. The fact that she is not afraid to take theney for herself awakens the
spectator’s desire to solve his/her own problenotAer problem is her decision to stay
at the motel. Here spectators decide that thedgskrves no respect because it seems
that she does not think ahead.

When the police stop Marion’s car, spectators haveeling of anxiety. They do not
know whether he knows that she stole the moneyhmtiver he only routinely checks
the car. This is exactly where Alfred Hitchcockntshis audience to be. He wants his
spectators to think and to participate in the stitigt they are watching on the film
screen.

From the time when Marion arrives at the motel,spettators should be afraid of all
that is going to come. The expectations of the tspaxs are present in their desire to
know more. Hitchcock plays with the emotions anar$eof his spectators. Their only
work is to analyze their own feelings until thevate detective, Arbogast, arrives. Now
comes into play the world of logic. Almost everyjexti, however simple, becomes the
object of terror for the spectators. The only thihgt the spectator hopes for is that the
sister of Marion, Lila, will be saved.

At the end, spectators listen to the speech ofyehpstrist and at this moment the
spectators can observe their object of terror, thafMerman, or Norman’s mother in
the body of Norman.

According to Hitchcock, the spectator lives in theeryday world and so the world of
desire is hidden in the screen. If the spectatheves that the screen reflects his reality,
his everyday world, the screen communicates with. Aihrough the film, the spectator

dares to enact things that he would never do ilityeéor example, observe a murder.
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At the end of the film, the spectator can obselwe abject that evoked his terror.
Norman Bates is this object, but as spectatorshsresitting in the room, the feeling
that we have towards him is pity rather than terror

5.3. The notion of gaze in Psycho

Alfred Hitchcock was a master of the gaze. In iimd the interchanging of looks of
two characters is very common. He invented a nid kf tracking shot, where one
tracking shot shows the character walking and thisitercut with a shot that shows
where the character is walking or to whom the attaras walking. Alfred Hitchcock’s
films are in a way a play on eyes. Bsychg spectators see Norman’'s eye looking
through a peephole, Marion’s gaze dissolves irdtae of the shower and her blood is
shown swirling toward the drain.

The director, Alfred Hitchcock, is also known forshfear to make a move. This
characteristic is seen in many of his moviesP#ychg this fear is even more visible,
characters of this movie seem to be immobile byneats they do not have any
alternative to the immobility.

The structure of gaze is presented in the showamescSpectators are encouraged to
look at the stabbing of Marion. At first, one sébe screaming mouth and then the
drain, where her blood flows. Later, by the teclkmeigpf extreme close-up on the dead
eye of Marion and a false tear formed by water, éhd of life of this character is
presented to the spectafdiSpectators seem to be struck by the fact thatdhese of
Marion seems almost perfect, even though she id.ddarion is stabbed to death, but
the murder is not visible, it is required to imagih Hitchcock presents obsessive fears
and desires that are not accepted by society witiheuneed to be confronted by them.
He knows that spectators will confront their desiamd the most dreaded fears as they
imagine them. They are not able to keep the distasditchcock himself does.
Norman’s gaze at the end of the film, as he isngitalone in the room, presents the
limitless emptiness dPsycho At this moment spectators recall his hobby, tesidy,
which allows Norman to see the birds’ eyes diethis process he is the one who
decides, the lives of birds are in Norman’s haMidben one thinks about the gaze of

Norman, an interesting question arises, hamelygtee of Norman’s mother. Norman
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has to hide his desire and his knowledge of Motherimes. There are moments where
Norman is not allowed to see what his mother isngeand others when the Mother is
not allowed to see what Norman sees. When his Mditis Marion, Norman has to
look somewhere else. After the murder, he has&arcthe mess that his Mother has
done. The real world is confused with the innerld/@f Norman, as he states that he
knows how it feels to have “the cruel eyes” stugytinm.”®

Hitchcock generates the feeling of suspense irspeetators by sharing their gaze with
the gaze of a character. In other words, the smestdook at the world through the
character’s eyes and to see the situation as aewbkoinething that the character cannot
do. It almost looks like Hitchcock is presentingtak details in order to conceal the real
meaning’’

In Jacques Lacan’s theories, the crucial idea@fytize is that it involves the reversal of
a relation between subject and object. InSeminarsthere is an antinomy between the
eye and the gaze. The gaze is on the side of fleetand stands in the blind spot in the
field of the visible. In Hitchcock’®sychg the antimony is visible while spectators see
the house. The house seems to return the gaz#hibugaze is only fantasmatic in the

spectator’'s mind and so the gaze is actually ngséin

5.4. The symbol of a mirror

In Lacan’s theory the mirror stands as the symbokfienation. The importance of the
mirror stage for the development of a child wagadly discussed in the theory part.
Lacan’s view on the mirror stage was presented froone perspectives. In films the

mirror has an uncertainty effect, it reverses rigghdl left side as in normal life and also
doubles things. Image in a mirror seems furthenyativan the mirror actually iS.

In Psychothe use of mirrors might hint to the spectatoet the characters are not yet
developed which might be true for Norman even nswréhan for Marion. It is also a

way that the characters talk with their subconssiéior example at the beginning of the
film, where Marion decides to steal the $ 40,00d arhile she dresses herself she
stands for a while in front of the mirror, lookiag herself. It is as if she has lost her
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image after the theft. Marion has more opportasito look at herself in the mirror (in
the bathroom of the used car lot, in the motel rbom

In the scene where a patrolman stops Marion, sé Iser reflection in his sun glasses.
He is looking at her and symbolizes a mirror withauace. His gaze is not a ‘male’
gaze, this is the ‘legal’ gaze. (Durgnat 66) Theroniin the sunglasses symbolizes
Marion’s opportunity to turn back. She could tuack and change her fate, there is the
possibility, but she decides to move on. Therenaosee such opportunities, for example
when she changes her car for another or in thenbemy when she sees her boss on the
pedestrian crossing.

There is one disturbing occurrence, when mentiottiegmirrors, when Norman talks to
Marion in the motel room. They are standing opositeach other, spectators see the
profiles of the two characters and the disturbioguorence is that they are so similar,
even identical one might say. The profile of Nornmatike a mirror image of Marion’s
profile. Hitchcock put emphasis even on this fagt using his shot-countershot
technique. Another disturbing factor is that Normaaks very much like Marion’s
lover, Sam. Sam was not strong enough and he lebMgo in the beginning of the
film. By letting her go, he unconsciously gave sp&t Norman, who is weaker and
emotionally disturbed. Even though Norman is wdskhas strength left in him. This
strength is to punish himself for the love thatcbeld feel toward a woman. Or to put it
another way, to punish himself for tdesirefor love that he feels, because his Mother
does not wish him to fall in love. In the motel tvef the shower scene, Norman dines
with Marion. He talks about the traps (this topiasamentioned by Sam in context of
his marriage). Norman talks about humans havingvap out ‘being caught in private
traps’. Norman’s desire for Marion is obvious. Higes are suddenly glowering as he
leans forward in his chair. There is a hint of fear that Marion experiences, after
realizing that this lonely person could be her ahd will not let this happen to her. The
only movements that are answered are the movempenfse do in front of the mirrd?.
Before taking the shower, Marion decides to retaenmoney. In this sense the shower
is for her the moment where she finds herself agder mirror image is restored and
she is able to look at herself in the mirror ag&inthe shower scene, the life of Marion
ends, though her eyes stay fixated on Norman wielecleans what his Mother has

done.
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In the next section the Imaginary, Symbolic and IRea set in relation with the

characters ifPsycho

5.5. Lacanian tripartite system in Psycho

Psychoanalytical theory had an enormous impacilonstudies, as already mentioned
before in this paper, especially the work of Jasgueacan. He defined the
developmental phase of a child as the so calledrdmstage”. Before this period, the
child thinks that he is one with his mother. Duritige mirror phase he starts to
understand that he is an individual. This worla iworld of images, also defined as the
Imaginary. The child sees himself reflected in theror just like a spectator sees
himself on the screen. When the child starts tomlé&anguage he takes the last step from
his image of a body as a whole toward the Symbwliich stands outside the Real. The
Real is not controlled by the Symbolic, it standgte own.

How does this relate t®sych® Norman Bates is the character who never left the
Imaginary or the mirror phase. He is still one whils mother. Norman actually is his
Mother. On the Symbolic level it is the subjectssgte (Norman’s desire) to identify
with his Mother. On the level of the Real, Normamrsses and even speaks for his
Mother. He actually creates the illusion that skestill alive. Norman becomes his
Mother at the end of the film. He identifies so inweith her that he actually becomes
her. He cannot separate himself from her, shéésNiorman’s Othef!

The movie might be divided into three sections artg In the first part, the sexuality
and criminality of Marion Crane is presented, tleeond part focuses on the male
character, Norman Bates, and his desires and wiahdsthe third and final part
concerns the search for the missing woman (Maremd the identity of Norman
Bates>

The character of Norman Bates is divided betweenidkntifications with his mother
and his father. However, every time Norman feetsagculine desire his mother reacts
against this desire. He debates with his consciandespectators can hear it as he does
not debate internally but out loud. In Norman’secéise lost object is his dead mother.

He identifies with his lost object and becomesMather. Norman needs to kill Marion
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because he was aware that as he was jealous ofotier, so will now his mother be
jealous of him. This realization is only possibleKeeping his mother in the Real part
of the triad.

The female character in this particular film isnegented as the absent object. Even in
the shower murder, each stab at Marion’s bodyllei@d by a camera cut. The body
of Marion is actually cut by the different anglesrh which the shots are taken.

The Symbolic importance of the ‘object little a’psesented by money that is almost in
all scenes visibly protruding out of Marion’s purdé might be claimed that the
protruding money is the sign of the protruding tank out of the swamp. At the end
when the car is pulled out of the swamp, the sdudeten inside will be at last revealed.
Another Symbolic meaning is in the phrase that Norriells Marion. It is that she ‘eats
like a bird’. For Norman, birds are the creatutest tare stuffed by his hands. Spectators
might only imagine what he meant. He continues diiking about the traps, private
traps that people are in. However, what are theges tin reality? A possible answer is
that these are our own bodies together with oursconsness. By stating the
comparison between Marion and the birds, Normardcbe suggesting that his secret
wish is to stuff her as one of his birds, so thatéyes cannot observe him anymore. On
the Symbolic structure, Norman tries to escapetfes of the Othél

Madness cannot be regarded with direct referentacts, a person who is mad lives in
a hallucinatory world. Madness might be regarddg omreference to the Other. Lacan
emphasizes one paradox about the conception of @sadiiThe madman is not only a
beggar who thinks he is a king, but also a king wiioks he is a king.” Madness means
a collapse between the symbolic and the real. fLgta in Zizek 220)

5.6. Form and structure of Psycho

Psychais the kind of film that people flee from and kempming back to. Why is it that
people return to view the suspenseful moments awer over again? The tension is
almost unbearable, as well as the shock afterhibeer scene and yet spectators want
to see it again. In psychological terms, one retdonthe anxiety-provoking memory in
order to feel better because at the second timellitnot provoke so much anxiety.

Another explanation is that spectators experieheepleasure of fear. It is similar to
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visiting a museum more than once. The same pamtimgsculptures evoke the same
pleasure in the viewer also after seeing them rores. Art evokes the pleasure on the
intellectual and also on the emotional level. WHibeking at the picture, viewers
experience a variety of emotionBsychoevokes pleasure and shock, it reveals its
secrets when one watches it more than once. Tihisi$i also special, because it is
closed from outside impulses. It depicts pure masiheothing more and nothing less.
Spectators become accomplices of the characténsy ¢ne moral or the immoral ones.
Poems, paintings or films, all have their uniqueuure. This structure might be
broken or followed, depending on what the authont&@o achieve. In a film, the cut is
the decisive instrument and it determines whethex $pectators are going to
comprehend the film or not. Alfred Hitchcock wantad films to be under his control
from the beginning to the end. It might be saidt tha drew them on paper before
actually making them.

At the beginning of the film, there are verticabamorizontal lines. They alternate with
each other and so a grid is formed which is visibteughout the whole film. This grid
also helps spectators to concentrate on the eixiagfstthat the director wants spectators
to see. In the shower scene there is a diagorermstof water and the vertical door and
the room. The grid is disturbed by the arc- movasyemhere the director wanted the
grid to be broken. This happens during the showenes when Marion is stabbed and
the movement of the blade is an arc-like movemienthe end there is a scene where
Marion’s car is pulled out of the swamp. The chairich is attached to the car seems to
be attached to the neck of Norman-Mother too. Trnizge is different from the whole
harmonic structure of the film, it is the last susp and reminder of the violence.
Hitchcock’s control discomforts the spectatorsadt,l it is a reminder that the world

around us is not controllabfé.

5.7. Analysis of the major scenes in “Psycho”:

5.7.1. Sam and Marion in the hotel

Marion (Janet Leigh) lies smiling in her white undear on the bed, while her lover

Sam (John Gavin) dries his chest with a towel. $amarks that Marion has forgotten
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the lunch and points to a sandwich and they siadirlg again. Sam is working in a
hardware store and has to pay alimony to his er;wié cannot afford anything more
expensive. He thinks that he cannot marry Marightraway and presumes it will take
two more years, even though Marion offers to slasepoverty. They quarrel and she

leaves.

SAM: A couple years and my debts will be paid dfShe remarries, the

alimony stops.

MARION: | haven’t even been married once yet.

SAM: Yeah, but when you do, you'll swing.

MARION: Oh Sam, let’s get married! (They kiss amdl@ace)

SAM: Yeah. And live with me in a storeroom behindadware store in

Fairvale. We'll have lots of laughs. I'll tell yowhat. When | send my

ex-wife her alimony, you can lick the stamps.

MARION: I'll lick the stamps.

SAM: Marion, you want to cut this off, go out anthd somebody

available?

MARION: I'm thinking of it.

SAM: How could you even think a thing like that?afid 237)
In this dialogue, Marion wishes for a fresh statween her and her lover Sam. She is
aware of his situation and even agrees to “lick steemps” which means that she
understands Sam'’s situation and wants to be withéven under these circumstances.
Sam, on the other hand, cares for Marion’s weltipeand it hurts him to that she agrees

to his suggestion to find someone else.

5.7.2. Marion steals the money

Marion works in her boss’ office with another searg, Caroline (Patricia Hitchcock)
who got married recently. Their conversation ieinipted by the appearance of her
boss George Lowery (Vaughan Taylor). He comes & dfiice with Tom Cassidy
(Frank Albertson) who tells Marion about the $ 4W@hat he is planning to invest in
his daughter’'s new home. He even adds that heigygo drink some of the bottle that
Mr. Lowery has in his office (see figure 6). Accmgl to Mr. Lowery’s facial
expression, he would rather that this detail be kepret. Mr. Cassidy decides to leave
the whole cash in the office, even though the bafésrs him a check transaction.
Cassidy, a wealthy oil man, seems to care moretabeubottle that will satisfy his
thirst than about the amount of money. It is detitfeat the money should go into a

bank. Marion complains about her headache andlhaartp spend the weekend in bed.

65



Mr. Lowery gives her the sack with the money thia¢ should deliver to the bank
before going home. Marion decides to steal the marel in this manner help Sam
with his financial situation. As she is drivinger car she stops at the traffic lights and
her boss sees her in the car as he walks by withCssidy. They walk by, when the
boss notices Marion in the car and his expresdiomws that he suspects that something
Is wrong. Marion with a greater anxiety decideslioe on.

Alfred Hitchcock let his spectators see the tengtathat Marion is facing in her
apartment while she is preparing for the journdye Toney is at the bed as she dresses
herself. In the hotel scene with Sam her bra aipdasé white, but in this scene these are
black. The black color indicates the decision eftain heroine that she intends to steal
the money. In this manner Hitchcock gives his visaamall hints and they can guess
the story on their own by these slight changes.

After a longer drive, Marion needs some sleep. &wmdes to stop by a road and is
awakened by an officer. This officer or the patraimrepresents a figure that could
actually help Marion to her meeting with Norman &atThis is the first time when
Marion could turn back and not spend the nighhatrhotel.

Another point where she could turn back is whendtanges her car for a different one
in order to pass unnoticed. She acts very nervpastjilarly as when she answered the

patrolman and in this manner increases suspicionther people.

Figure 6: Marion in the office
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5.7.3. Marion meets Norman

Marion drives in a heavy rain and stops at the 8ateotel. The innkeeper Norman
Bates (Anthony Perkins) comes out to greet heridianentions that she would like to
have dinner and Norman answers that there is osteljp miles away in Fairvale.
Marion seems surprised at the fact that Fairvalegres her lover Sam lives, is just 15
miles away. She decides to embrace her fate agd f&taa modest dinner at the Bates’
motel and accepts the offer that the innkeeper darmill prepare the dinner for her
himself. The first meeting foreshadows Marion’sefathe fact that she arrived in the
rainy night and that her lover’'s home is just 13esiaway and she decided to stay, all

the circumstances lead to her doom.

5.7.4. The parlor and the shower scene

The parlor is a double heart of the old house. Plase should be safe and secure but in
horror movies it is defined by danger and monst&lfsed Hitchcock was a master in
doubling, almost as in suspense. In the cadesgthothe madness is shared between
Norman and his Mother. The essence of doublingeé salso in the mirrors and the
mirror images of the characters, like Sam and Noarnidorman is a reflection of
people’s madness. “We all go a little mad sometifmesthe parlor is a stuffed owl in a
predatory position and a raven. These two birésfareshadowing what is going to
happen (see figure 7). Norman’s hobby is taxiderneylooks in the eyes of these birds
while killing and stuffing them. These stuffed lgrdlay an important role when Marion
says that Norman should put his Mother “someplane®aning a madhou&e. While
Marion proposes this option, the raven is turnedoman, its beak pointing at him.
Marion and Norman are in the same shot only wheg émter the parlor and when they
leave. Throughout their conversation their facesisolated from one another, creating
a distance and foreshadowing events that will otater. It might also be said that they
are in their private traps, on their private islgndlone. Another significant technique
that is provoking anxiety in spectators is the féett Norman’s face is shot from the
angles below the eye level. Norman’s face is ais@ed into two halves, one in the
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light and the other half ithe dark. In this way the polariig marke, the fact that
Norman is actually two people at once, namely Nariaxad his Mther(see figure 8).

When Marion mentions “someplace”, Norman leans tdweer and invades her sh
Here spectators for the first time feel that Norncanld be a threat. He says to Mar
“we’re all in our private traps..We scratch andwgldut only a the air, only at eac
other.” This metaphor reveals what is going to leppvith Marion in the ne»
sequence. In this manner, Hitchcock is revealinghmbut he still wants spectatc
only to suspect something and the anxiety is grgwiHe is revealing some
information to increase the suspense but not the vate point so that the tension car

rise and come to a release in the e.

Figure 7: The owl and the raven
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Figure 8: The parlor scene

5.7.5. The showe r scene

In the shower murder scene, there is no crossngutti moving of the camera. It is t
fastest montage that Hitchcock had ever done. Timeanscene takes about 45 secol
This scene is created to shock spectators. Ittisatg an illusion, bcause there is r
actual stabbing visible. The grid of vertical araihontal lines is broken by the circle
the circles that are created by the blood flowingrd the drain. At first the circle is tt
peephole through which Norman is watching Mariod then this circle changes in
the drain of the showe¥Vhile Marion is undressing herself, Norman is loakiat hel
through his peephole. In this scene the themesogéwism and scopophilia becol
important. Before Marion’s body is cut to piecsele lushes pieces of letter down t
toilet. Later her blood flows down the drain in teleower. The actual murder sce

begins when the cameraoves to the high angle. This signalizes that gpsethe
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distance and the danger that something is goinggppen. The camera moves to the
place where a wall of the shower should be, thablemg the viewer/spectator to see a
shadow of the approaching character, namely thénd&to his heightens the anxiety of
the spectator as Marion does not seem to notidestmaeone is approaching her. The
illusion of stabbing is achieved through rapid cotshe images, but in the world of
fiction (diegesis), a woman is stabbed to d&th.

This scene is central to this movie and so desatitestion in detail. The whole scene
is divided as a narrative event into stanzas agugrtb Raymond Durgnat and these
will be described as follows.

In the first stanza Marion walks into the bathttler bathrobe slips down as she moves
into the bathtub and a plastic curtain hides helyb&pectators see only her silhouette
and her movement leftwards.

In the second stanza Marion starts to take a shoSlee turns her face toward the
shower head as if the water could banish her tesuabout tomorrow. She soaps herself
and seems to be at peace.

In the third stanza camera moves above the heddhadbn, showing the space where
another development will occur. Marion’s face i®wh in the blank space. The violins
start to play.

In the fourth stanza Marion screams, there is aeclg on her face followed by a big
close-up on her mouth. In this stanza the mainalitbeme begins, a knife slashing
down that contrasts with Marion’s horizontal movense Her body moves from side to
side in her desperate effort to grasp the wristef murderer. With her other arm she
defends herself. The very first cut of the knifei@esly injures Marion. We see the
knife slicing down her face and shoulders and teappears from the frame. As
already mentioned above, the stabbing is withowt lalnod as there is not any real
injury. When the death of Marion is certain, thenesa shows one more shot of a knife
lifted high in the air that makes a thin shape @asfathe ceiling. Marion’s body is
leaning against the tiles of the shower.

In the fifth stanza Marion’s arm is stretched fordyeher body lies on the floor and her
face is turned towards the camera (see figure 9¢. murderer is gone, only the dead
body of Marion is in the bathroom, and the cam8&iectators see the blood swirling
down the plughole and the close-up on this plugdolainates the screen.

8 Kolker 244-248
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The sixth stanza begins withclose- up of Marion’s wid@pen eye. Spectators se
tear falling down her face, but the direction o tiear is stran¢ (see figure 1). It is
falling down as if to miror the running water. This scene is ended bynNor whao
comes and screams in horror at the sight of thd tedy.

In the film, Norman has time to change his clothed come back to the bathroom
Norman and not as Mrs. Bates. This transformatiodld not be possible in a script k
it is possible in the filmic realit®’

8" Durgnat 115-122
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Figure 10: Detail on the Marion's eye

5.7.6. Norman'’s clean up of the bathroom

The horror of the shower scene is suppressed by &losntleaning of the bathrooi
Still we (spectators) are not prepared to accepidgath of the main character and
body is removed and thrown into the trunk of the @&e shock is still deep insithe
viewers while Norman as ‘mother's good boy is cieg the terrible murde
committed by his mother. When he looks at Maridwosly for the first time, there is
shock in his eyes and he turns away, unable to &akhat he (the part of his moth
has done. He covers his mouth, rather than thetbgeseveal the horror and shock. |
someone who sees the film for the first titNorman is aensitive person who cares

his mother. There is nlaint that he could have possi donesomething so trible. He
acts in a completely moral way. However, his exgm@schanges in a couple of seco
and he changes to a machine which is ready to -up the mess. There are

emotions present whatsoever whilecleans up thélood and moves the corpse.ese
actions are performed in an aliena-mode. The murder was not committed
Norman but by Mothef®

8 Durgnat 131-142
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57.7. Lila and Sam search for Marion

Lila (Vera Miles) comes to Sam and she is conceatmit Marion because she did not
appear for a week. She introduces herself as ser ©if Marion and demands to speak

to her sister.

LILA: Look if you two are in this thing togetherdoon’t care, it's none of

my business, but | want to talk to Marion and | whaer to tell me it's

none of my business and then I'll go. (Hare 258)
Lila even blames Sam for the disappearance ofibtarsas the tension rises and there
are still no clues about Marion. With their questedective, Arbogast (Martin Balsam),
helps them. He even finds out about the Bates’ mandHowever, he is killed by
Norman (Norman’s mother) as he suspects somethidglacides to enter the house on
his own. His car disappears in the same manndreasar of Marion. Lila and Sam sign
into the motel as man and wife. They have the rigelihat something happened also to
Arbogast and are determined to succeed in thegsinyation.
They decide to separate and Sam talks with Normhatewila goes to the Bates’
mansion. She finds a room where Norman’s mothsupposed to be living and finds
even her skeleton in the basement. This scenensidered a climax scene, when
Norman; or rather, Norman in his mother’s cloth@ssrtowards Lila with a knife in his
hand. The skull of Norman’s dead mother providezckland even relief as spectators
know that the murderer is not Norman’s mother. @g&orman in his mother’s clothes
should present another relief because the secoeicisvered at last (see figure 11). The
real relief comes in the final scene. Norman isngjitin a room completely on his own.
It is supposedly a room in an asylum and a psyasias explaining that he is no longer
Norman. The part of Norman’s mother consumed tla¢ Korman and his mind (see
figure 12).
Only Claude Chabrol and Martin Scorcese were thectbirs that had similar view of
pessimism, irony and misanthropy as Alfred Hitclkcothey were able to grasp his
understanding of a complex moral structure whem@gand evil are reflections of one
another. Another important idea is that the woddras to be controlled and there seems

to be an order, but it is vulnerable to chaos, Wiitght occur anytime and anywhére.

8 Kolker 251
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Figure 11: Mr. Norman turned to Mrs. Norman (Mrs. Bates)
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Figure 12: Mrs. Bates gives her opiniol

5.8. Technical de vices used in Psycho to create
suspenseful atmosphere

Alfred Hitchcock was influenced by the Soviet filraker: (Lev Kuleshov, Serge

Eisenstein) He used their techniqt of montageo evoke suspense and hor®

5.8.1. Camera

There aretwo kinds of editing, he first one is thenontage editing or the so calle
visible editing and the second kind is tcontinuity editing or in other words, th
invisible editing. Alfred Hitchcock mastered bothese techniques and by mont:
kinetics and continuity flowings hieved remarkable scenes Rsycht and in other
films.%*

In the high angle shot the camera is placed higher than the subject. This esig
helplessness and vulnerability. Psychg a high angle shot is used in the murder of
detective Arbogast. He isearching for the missing woman (Marion) and theera
changes from the low angle shot to the high angbe, svhile he is climbing the stairs

the Bates’ mansioft.

In theextreme high angle shot (bird’s eye shc camera is placed directly above ¢
spectators see the scene from the bird’s perspedtivPsychothis shot is used whe

Norman goesupstairs to his Mother’'s roc. The cameravgitches to th extreme high

% Kasdan;Saxton 88-93
! Durgnat 36
%2 Kasdan;Saxton 30-31
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angle shot, when Norman enters the room and iongek visible. At first the crane
with the camera shoots the empty stairs and theamBio carrying his Mother in his
arms.

In the shower scene is used the so caRegsian montage trope It means three
following close-ups, each bigger than the lattext tre taken from the same angle. In
the shower scene this trope is used but it is usaally softer tone. There are three
reasons for this. Firstly, Hitchcock cuts on strangvements and this softens the cuts,
the Russian montage “has harder cuts because oimtire static compositions”
(Durgnat 118).

The next reason is the grey and silver tonalityt g@ftens the visual images. And
finally, though the shower sequence is fast andbdigt it is softer than the classic
Russian tropé®

Another technique that belongs to camera devictdgesubjective shot This is applied
to shots that at first seem to spectators as abgeshots. For example observing a
family at the dinner table and this scene is reagtals the point of view of the murderer
observing the family at the dinner. This techniqunght be used also in a reversed

manner, meaning that a subjective shot might beersed to an objective shtst.

5.8.2. Editing

Transitional devices are used to lead the viewssutgh time, place and action, from
shot to shot and from sequence to sequence. The$sed move the viewer from one
point in the story to the next. There are the thmeest common devices: tliade, the
dissolveand thewipe. Thedissolve“connects rather than separates because two images
— of locations, character, or action- are supersegdoon one another and appear
together on the screen for some period of time’s@&am; Saxton 105).

A very famous transition is depictedsycho The shower murder ends with a dissolve
from the close-up on the drain to the close-ughefdead woman’s eye and then reveals

the whole face of the corpse. Another transitioeeisn at the end of the film. The face

% Durgnat 118
% Zizek 203
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of Norman’s mother is superimposed on Norman’s fauwe this shot dissolves into the

final shot, when the woman'’s car is pulled outref swamp>

5.8.3. Music and sound

The background music is used to “underline an image or to carry a mood”
(Kasdan; Saxton 122). In other moments music presakudience responses and is
used to set up psychological interpretations. Wéretih is suspenseful, romantic,
humorous, or sad, music carries all the emotiomsd Because of music, the movies
make people laugh or cry or feel anxiety. Bernaetrfhann wrote the background
music forPsycho Together with other symbolic elements it estélgssthe connection
between Norman and birds. There are other refesetwebirds, namely Norman’s
movements that are bird-like, pictures of birds #mel stuffed birds. The whole theme
of the birds is used to generate suspense andaspecteel the tension. In the scene
where Marion proposes putting Norman’s mother tmad house, there are violins
playing quietly. Marion stands up to leave and sundlyg there is complete silence.
During the shower scene, at first only the sounduohing water is heard. Then the
murder pulls back the shower curtain and high-gitchiolin sounds are heard and these
merge with Marion’s screams. These sounds prevdil she is dead. These sounds
resemble even the stabbing movements and the whele evokes much more terror in
the audience with the use of music than withouAdtually these high-pitched violins
sounds leave spectators in the shock as they empthths murder. When watching this
film on a VCR with the sound turned off the imaglesnot really provoke fear and there
is no suspenseful atmosphere. Therefore, the msisic powerful means of creating

suspense and anxiety in the audience/spectators.

5.9. Viewing Psycho for the second time

The shock and suspenseful scenes are much weakeeyér new meanings start to
take shape, like double meanings and subtle cownectThey might be small but still
significant. One might say ‘you can’t read the sdaext twice’. Yes, the text is the same

% Kasdan;Saxton 105-106
% Kasdan;Saxton 127-129
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but you are not the same person, because thedading has changed you and now you
might see other things that you did not duringftret reading. The same happens with
movies. Some claim that suspense cannot work #rsdtond viewing, because you
already know what is going to happésychoproves this view as wrong. This thriller
changed spectators and people went to see thisentwige to understand the details
that they first missed. It is as if another viewiagds a new layer to the one already
established in the mind of the spectators aftefitaeviewing®’

Alfred Hitchcock is a genius of suspense and ewergtin his films has meaning. In
case ofPsycho every time one watches this film there is sonmgtflmew that one did
not notice the other time. For example Marion’slemvhile she is driving in her car.
When she approaches the Bates’ motel, she hasroiadea strange manic smile. It
resembles the smile of Norman, some kind of afaatisn, maybe because she has the
money and might be able to solve the problems pfdwer, Sam. Marion listens to the
voices of her boss while driving, so there is aapttesemblance with Norman, who
also hears voices in his head in the last scenghdfore, Marion and Norman are
similar in their hesitations. Marion hesitates otlee town that she should write and
Norman hesitates over the number of the room whienéon should be staying.

Mrs. Bates kills Marion for first time viewers attkrs. Norman Bates kills Marion for

the second time viewer.

" Durgnat 101
% Zizek 196-197
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6. MY THESIS

This idea combines Lacan’s psychoanalytical thedgganian film theory and the
theory of suspense and the effect is shown inxaenple of a suspense thriller, namely
Psycho The spectator/viewer plays the most importarg ol this thesis, because the
spectator is the person that has the feeling &f dacl visits the cinema in order to find
the so called “cure” for this feeling. It might lméaimed thatPsycho as a suspense
thriller, is part of the cinema of intersection.i¥means that the world of desire and the
world of fantasy are kept separated in this moRieasons for this were already stated
above. Furthermore, the reasons for the thesisbwiljiven in this part and to start we
should return to Lacanian psychoanalytical theory.

Firstly, Lacan’s theory is based on the tripartystem of the Imaginary, the Symbolic
and the Real. These three worlds are interdeperatemias seen in the model of the
Borromean knot. This model has shown that the tiwedds are intersected and that
one cannot exist on its own, without the other tiMois model might be applied to the
example ofPsychg namely the character of Norman Bates. Becauskeofrauma that
he has experienced, the “real” Norman created mxadinary” Norman, or the second
Mother in his mind, in order to be able to live rado Into this tripartite system comes
Marion, who symbolizes the “symbolic”. The symbollmecause she symbolizes the
way in which Norman could live if he were not alomed had a wife. Marion is the
symbolic bond of Norman to the real and civilizéf@.| This tripartite system could
function only if these three parts coexisted togettHowever, in the case of the
character of Norman, this cannot be possible. Tinadinary” Norman or the Mother in
Norman’s mind cannot live together with the “symbbNorman. The “real” Norman
needs for his existence other people, namely Matbom he is not strong enough to
embrace the “symbolic” and therefore surrenders lalt&l Marion, or his “symbolic”
part. In this manner Norman destroys his hope foroamal life, because he never
crossed the Symbolic and never embraced the ndrthe aivilization.

In Lacan’s theory the Symbolic stands for speedh fan the path that the individual
must undergo in order to be part of this societye $pectators that come to see this film
have all undergone this process. In this film they confronted with the version of an

individual that had the opportunity but did not engb it. It evokes curiosity and even

80



suspense and fear. This character evokes curiasity pity because each of the
spectators could have become Norman. The actioiédoohan evoke fear because he
does not even think about the moral conventiorgeimeral, only about his Mother and
what is good for her. Norman himself evokes suspehg&cause spectators are in
expectation of what else is he capable of doingjasdwish that Lila, Marion’s sister,

will escape her fate. When Norman kills Marion, kids his Symbolic part and

spectators feel pity for him, even though they caraxplain this emotion until the end

of this film where everything is explained andadtimakes sense (see figure 13).

Imaginary

Norman Marion

Real
Symbolic

Figure 13: Tripartite system applied on Norman's chaacter

Next, Lacan’s theory defines the so called “mirstage”. This stage is actually a
recognition of a human baby that his/her body isitand that he/she is not one with
his/her mother. It might be claimed that it is first step for an individual to reach

independence one day. It means to reach indepeadem his/her parents and to be a
self-sufficient part of our society. The notion efispense is created by partial
information. Spectators do not have the complaieysind so they have to wait for the

outcome. This waiting even increases the suspanaghosphere. According to the
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theorist Zillmann, mentioned earlier in this papéere are two main ideas about the
feeling of sympathy of the spectators and its i@fato suspense.

An important factor is the sympathy for the maimmtpgonist or protagonists, in this
case it is the sympathy that spectators feel foridia When Marion, the main
protagonist, dies in the shower scene, the sympdthlye spectators shifts to Norman.
Throughout the whole story there are hints for &gdecs so that they may guess what is
going to happen.

Alfred Hitchcock, the master of suspense, showstapms their desires and makes
them think about things that they do not have bighwo have. Hitchcock shows
spectators the character of Marion who decidedeal snoney from her boss. Only by
seeing the envelope, the spectators think about tiveg would do with such an amount
of money. Therefore it is more than a disappointmgmen Norman throws the money
bundled in a newspaper to the trunk of Marion’sarad lets it sink into the swamp. The
money seems to be even more important to thinkarh the dead body that sinks into
the swamp, too. Hitchcock invites the spectatorlfdl their wish to be voyeurs. The
spectators observe Marion undressing herself, ligaze belongs to Norman, not to
them, therefore spectators do not do anythingithagainst morality, they just look at
the scene through Norman. The shower scene megnsaa shock to spectators and
they need time to recover. Even when seeing tldaesmore than once, spectators feel
the same shock as when they saw the scene foirshérhe. The bad feeling about this
scene gets even worse when the spectators findbmut Sam (Marion’s lover), who
writes a letter and the spectators see that heopespmarriage to Marion. The marriage
is another unfulfilled wish of many spectators dhe fact that they know that Marion
will never be able to agree and her wish to maasSvill never be fulfilled makes the
shock even more unbearable. The suspenseful atem@sghfelt almost throughout the
whole film from the shower scene onwards. The rdgm of suspense iRsychocomes

in the moment when the skull and skeleton of Norsamother is found by Lila in the
basement of the Bates’ mansion. At the end whectafmes see Norman or better to say
Norman’s Mother’'s part taking over the real Normail, the events become even
clearer. The psychiatrist's monologue explains Nawts condition and here spectators
feel relief. Now they know everything and they exgece pleasure. For a moment they
have the feeling of resolution of the suspense thedfact that they know the whole
story compensates for the feeling of lack that tfeey. For a moment they know more

than other people who have not s@sycho However, this feeling soon disappears and
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the feeling of lack emerges again. Therefore, e visit the cinema and watch
suspense thrillers. They need the resolution gfesuse for their momentary satisfaction
of lack. Even though this film belongs to thosepsumse thrillers that are “the most
disturbing thrillers to watch” (McGowan 169), spaors came and watched it for the
second time. Therefore it might be claimed that gbecalled ‘paradox of suspense’
functions in the case d¢?sycho Spectators that have seen this film for the seé¢one
still feel the same amount of suspense even thakgin know the outcome of this
suspense thriller.

Norman is, in his core, an ocnophil, which mearet the does not like suspenseful
moments. This idea might be claimed because hdivek his whole life in the same
house in the same place. He has lived with his erahd did not want to go elsewhere.
However, he becomes for a moment a philobat wheantes to protecting his mother.
He is not afraid of suspense and thrill when he eoiind kills Marion in the shower.
Marion is the object that Norman’s mother dislikesthe eyes of his mother, Norman
is still a boy, who must obey his mother. Normamisther lives in Norman’s mind,
which means that Norman obeys the orders of hisamnotn this way it might be said
that Norman represents everyone of us (spectatonsths). He is in part an ocnophil
and also a philobat.

With the promise of independence, in the mirrogstahere is the feeling of lack that
originates from the knowledge that one is not oiita whe mother. For the whole life a
human that feels the lack (everyone) is searclon@ substitute for this lack. The drive
that we have, called thaesireis a never-ending circle and every time that weehae
feeling of pleasure because we have reached sargethat we have longed for we
think for a moment that we have found the righhg¢hiThe longing for the substitute
and thedesirekeeps us in the move and helps us stay activeigiit be said that it is
the very essence of the everyday life.

The suspense thriller fulfills our expectationsttthee lack that we feel will be fulfilled.
At least the feeling that we have after we haveargke end might be compared to the
feeling of satisfaction, at last we know the whsiery and others that have not seen the
film yet do not have this feeling. This moment l®e tmomentary feeling of the
satisfaction of lack, however, this feeling soosagipears and we need to look for
another substitution. Many of us will enter thelfiaf cinema again and visit even more
suspense thrillers. In this manner the substituti@t spectators seek means a certain

job for the creators of the suspense thrillersnight be claimed that because of this
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momentary satisfaction that spectators(we) feehermias will always have their

customers.
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7. CONCLUSION

In this paper, an innovative thought on the phipdsoal and psychological view on
why people want to see suspense thrillers was peseThis view was presented on
the basis of the Lacanian theory of psychoanalysiglation to Lacanian film theory
and the notion of suspense. The innovative thowgist presented by using the example
of a suspense thriller, namely the psychotraunthtitter Psycho In this paper reasons
for the theoretical basis were laid out, togetheh warticular emphasis on the issue of a
momentary satisfaction of the feeling of lack by tiesolution of the suspense in the
suspense thriller. The feeling of lack was expldireccording to the Lacanian
psychoanalytical theory. It was said that the fegehf lack originates during the mirror
phase, where the child becomes aware for the tiirat that he/she is not one with
his/her mother. The feeling of lack is associateth whe drive of desire that one has
from this developmental phase onwards. As alresated this drive is eternal and there
is no real substitute for the feeling of lack. Ho@e a momentary satisfaction is
possible, through the thrills and suspense anddbelution of this suspense as was
illustrated by the example of the suspense thrileychopy Alfred Hitchcock.

This film was chosen because it bears an eternssage and is suspenseful also today
when there are techniques that are far more addatien the ones available in
Hitchcock’s era. This film was used to prove Laeanifilm theory and Lacanian
psychoanalytical theory. The notion of desire ahd mirror phase of the child’s
development were put in relation with the film thgh Hitchcock’s characters of
Marion and Norman together with their relation todgathe spectators of this suspense
thriller.

It might be said in the end that the thesis of gaper was proven in Alfred Hitchcock’s
masterpiece, the suspense thrill@tsycho The recognition that the hunger for
unconditional love will never be satisfied and teeling of lack cannot be substituted,
leads spectators to search for other substituamasthe resolution of suspense in the
suspense thrillers offers a temporary solution.

In this paper psychoanalytical theory together il theory of film provided the basis
to present a new thought on the importance of itheneatic industry.
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ZUSAMMENFASSUNG

Diese Arbeit prasentiert eine innovative Idee arhdsebiet des Films in Bezug auf die
Theorie der Psychoanalyse. Eine wichtige Rollelspiglie Theorien von Sigmund
Freud und die Theorien von seinem Nachfolger Jactjaean. Die Idee dieser Arbeit,
die hier vorgestellt wurde, lautdder Zuschauer geht ins Kino um einen Ersatz fur
sein Mangelgefihl zu finden. Diesen Ersatz findetredurch eine Entlastung von
Spannung im Film. Der Bildschirm in einem Kino kann als Spiegel rptetiert
werden. Der Zuschauer identifiziert sich mit denot®gonisten und erlebt sein
Spiegelstadium wieder, also das Stadium, in demMiasgelgefihl entstanden ist. Die
Arbeit hat drei Hauptteile; einen Teil Gber die ®he des Lacans, einen Teil Gber Film
und Spannung, folgt mit einem Teil, in dem AlfreddHcocks FilmPsychodie Theorie

der Psychoanalyse mit Film und Spannung zusamnenset

Theorie von Jacques Lacan

Die Grundlage fur die Hauptidee dieser Arbeit igt @iheorie von Jacques Lacan uber
das Spiegelstadium des Kindes, welches im achten zidlften Lebensmonat

stattfindet. Lacans Theorie ist im ersten Teil did3iplomarbeit prasentiert. In diesem
Stadium versteht das Kind schon, dass es nichtreihseiner Mutter ist. Hier entsteht

das Gefuhl des Mangels. Das Kind (und spater deaéhsene) kann sich von diesem
Gefuhl niemals trennen. Doch er sucht lebenslangneErsatz fur dieses Mangelgefuhl.
Hier entsteht auch das Gefuhl des Begehrens. Vavaeralles fir das Kind da, aber
jetzt kommt das Begehren, wieder eins mit der Muttesein. In diesem Alter erkennt
das Kind schon sein Spiegelbild, aber denkt, dasSpiegel ein anderes Kind ist. Das
Bild wird von dem Kind idealisiert, so entsteht dt@ntasie, die spater noch mehr
entwickelt wird. Nur spater erkennt das Kind, daésses Spiegelbild seine eigene
Reprasentation ist. In diesem Stadium entwickéth swuch die Sprache oder die
sogenannte Proto-Sprache des Kindes und die ldenties Menschen. Lacan
unterscheidet zwischen dem Imaginaren, Symbolischeh Realen. Diese drei Teile
bilden ein System das als Borromaischer Knotenalisiert wird. Lacan definiert auch

den Unterschied zwischen Begehren und GebrauchBBgshren kann nie befriedigt

werden, aber der Gebrauch schon. Uber die tempd@éfeedigung des Begehrens
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kommen wir noch im anderen Teil meiner Arbeit. Begehren spielt eine wichtige

Rolle in bezug zur Haupthese dieser Arbeit.

Film

Was den Film und die Psychoanalyse verbindet,iésEdntasie. In dem Film kann sich
der Zuschauer mit mehreren Protagonisten auf einmd@ntifizieren. Diese
Protagonisten kbnnen gut oder bdse sein. In dechBapalyse ist erklart, dass durch
die Zuschaueridentifikation seine Probleme miter& Psyche I6sen kann. In diesem
Teil der Arbeit sind die zwei Richtungen der Laadren Theorie des Films vorgestellt,
namlich die altere, in diese gehdren Baudry undid @dthusser und dann die neuere
Richtung, in welche gehdren Joan Copjec, Slavagiimd die anderen.
Projektionsleinwand ist zum Spiegel in dem Spidgdism veréhnlicht. Der Zuschauer
sieht sich selbst in dem Spiegel und die Protagemiprasentieren was der Zuschauer
selbst nicht tun kann oder nicht in der Realitdt wiirde. Projektionsleinwand ist fur
den Zuschauer auf mehrere Art und Weisen bedeugeamgu wie der Spiegel fur das
Kind.

Der sogennante skopische ,drive“ ist als Begehram Schauen erklart und mit
»Sscopophilia“ in Zusammenhang gebracht. Dieses wirdVoyeurismus assoziiert aber
auf die positive Art und Weise.

Der Film ist in zwei Gebiete geteilt. Der Integoatsfilm(Cinema of integration) und
der Intersektionfilm (Cinema of intersection). DErste kombiniert Fantasie mit
Begheren und der zweite unterscheidet sich durehgdteilte Fantasie und Begehren
von dem Ersten. In dem Intersektionsfilm (Cinemantérsection) gehoért auch Thriller
der Spannung (suspense thriller). In dieser Arseiin mehr Details der Fili®sycho
von Alfred Hitchcock bearbeitet. Dieser Film gehamter Spannungsthriller, und
deswegen zum Intersektionsfilm(Cinema of intersegti Der Film wirde nicht die
Wichtigkeit ohne die Zuschauer haben.

Die Zuschauer sitzen im dunklen Raum und schauem &&n Film an, es ist eine
isolierte Aktivitdt. Doch der individuelle Bedarh&usammengehdorigkeit ist stark und
man braucht das Gefiihl der gemeinsamen Meinunglenitanderen Zuschauern. Nach
Meinung von Freud, die Zusammengehdrigkeit kénnte dar Situation verglichen
werden, wo Menschen an derselben Witz lachen. DMeeschen verstehen nicht nur

den Witz aber auch die unterliegende Struktur. isEsicht nur das Lachen, sondern
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auch dieselben Gefiihle, die bestimmen, dass dieséhen zu einer Kommunitat
gehoren. Ahnliches passiert am Anfang des Films, Menschen zum gleichen
Zeitpunkt die Spannung fuhlen.

Die Zuschauer gehen ins Kino, um die Protagonistesehen und um die Spannung zu
fuhlen. Die Protagonisten spielen verschiedeneeRpllvelche die Zuschauer im realen
Leben machen wollen. Der Bildschirm reprasentiesh &piegel, wie schon friher
gesagt wurde. Was man sieht und fiihlt hangt engnzosen mit wessen Wahrnehmung.
Es geht um das Verstandnis von was man sieht. Vdie die Bilder wahrnimmt liegt
daran, welche Erfahrungen man hat. Manchmal schi@nt Menschen eine Sache
anders als jemandem Anderen.

Der Film prasentiert Welt der Fiktion und stellulion dar, dass diese Welt wirklich
ist. Diese Schaffung der wahren Illusion wird augchegetic effect® genannt. Die
Zuschauer wissen, dass die Protagonisten niotkriwirklichen Welt existieren, aber
trotzdem identifizieren sie sich mit den Protagtems Manchmal identifizieren sich die
Zuschauer auch mit den bdsen Protagonisten, sibenatas in dem dunklen Raum und
so weild niemand dariber Bescheid. Es ist die And&yndie so anziehend am Kino
ist.

Die Grundlage fir Filme sind Bilder. Die Kapazitdtese Bilder zu verstehen, existiert
in uns von Geburt an. Die Menschen sind mit dié&gpazitat geboren. Das ist auch
eine der vielen Eigenschaften, die uns als Mensaloen Tieren unterscheidet. Die
Menschen kdnnen das Bild von der wirklichen Saattenscheiden, aber ein Tier wird

das Bild mit der Beute verwechseln.

Spannung

Das nachste Kapitel ist der Theorie der Spannungdgeet. Spannung kann angenehm
(eustress) oder auch unangenehm (dystress) seamn@pg strebt nach Ldsung.
Menschen brauchen Spannung in ihrem Alltag, deswegjed spannende Filme so
popular. Doch Film ist nicht das einzige Medium &pannung, auch Musik kann eine
spannende Atmosphare schaffen. Dolf Zillmann préeserseine Theorie der Empathie.
Seiner Meinung nach kann der Zuschauer die Spannungann fuhlen, wenn er mit

den Protagonisten mitfuhlt. Die Zuschauer sollenmf@athie mit den guten

Protagonisten haben und Antipathie zu den bdselerfiles gibt Protagonisten, die

nicht gut oder bdse sind, bei solchen muss man inaehHandlung entscheiden.
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Um Spannung besser zu verstehen, definiert MidBakht zwei Typen von Menschen,
den ,philobat* und den ,ocnophil“. ,Philobat” istire Mensch, der Spannung mag;
dieser Mensch liebt Filme mit viel Spannung undneg auch Horrorfilme. ,Ocnophil*
ist ein Mensch, der Spannung nicht mag und der &eale spannenden Filme mag.
Normalerweise gibt es keinen Menschen, der nurlgpht* oder nur ,ocnophil” ist.
Diese zwei Typen sind meistens kombiniert und dasdbeidende ist, welcher Tell
groRer ist und welcher Kkleiner. In dieser Weiseststien Menschen, die Filme mit
Spannung mehr geniel3en als die Anderen.

Filme mit Spannung wurden Thriller genannt. Es gilathrere Typen von Thrillern. In
dieser Arbeit beschéaftige ich mich mit dem psydatnatischen Thriller
(psychotraumatic thriller), wie nach Charles Dedgfiniert ist. Zu diesem Typ gehort
auch ThrillerPsycho

Spannung ifPsychovon Alfred Hitchcock

Alfred Hitchcock war ein beriihmter Regisseur unshesd-ilme sind noch heutzutage
berithmt und von vielen als die Meisterwerke demEilder Spannung anerkannt. In
dieser Arbeit wird der Film, konkrésychovon Alfred Hitchcock aus der Perspektive
der Psychoanalyse vorgestellt. Die Theorie vonuesd.acan wird angewandt, um die
Haupthypothese dieser Arbeit zu beweisen. Dieskn gehort zu einem Typ von

Thrillern der Spannung, des psychotraumatischenldist Das konzept des Begehrens
und das Konzept des Blicks der lacanschen ThestidurchPsychovorgestellt und

mehr erklart. Die Hauptszenen desychozum Beispiel die berihmte ,Dusche Szene*®

wird prasentiert.

Abschluss

Zuerst ist es wichtig, die Haupthypothese nochmabiknen. Der Grundgedanke dieser
Arbeit, die hier vorgestellt wurde, lautet: Der £hauer geht ins Kino um einen Ersatz
fur sein Mangelgefihl zu finden. Diesen Ersatz dindr durch eine Entlastung von
Spannung im Film.

Es wurde festgestellt, dass die Identifikation Aeschauer mit den Protagonisten eine
grof3e Rolle fur das psychische Erleben des Filngdtsper Zuschauer identifiziert sich

mit seiner idealen Projektion, die der Protagom@ptéasentiert.
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AulRerdem wurde festgestellt, dass die Entlastungsdannung wirklich als ein Ersatz
fur das Mangelgefiihl wirkt, aber nur temporar. Da#3t, dass der Zuschauer wieder
einen spannenden Film sehen muss, um das Mandelga&der mit der Entlastung zu
ersetzen. Das Spiegelstadium spielt auch einetiggechRolle, weil die Leinwand im
Kino einen Spiegel reprasentiert und der Zuschaimhr erneut im Spiegelstadium

befindet.

Die Frage lautet jetzt: Welchen Film wirden Sidngierne als nachstes anschauen?
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