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This thesis is designed to determine the impact of the archetype

of the Great Mother on the plot, characterizations, and inter-

personal relationships in three contemporary films. Chapter I

describes the elements and applications of the archetype and the

Jungian analysis employed in the study. Chapter II details the

phases of the Great Mother archetype and discusses Jung's process

of individuation and how the Great Mother controls this quest.

Chapters III, IV, and V focus on The Heretic, Network, and Looking

for Mr. Goodbar respectively. Chapter VI summarizes the existence and

power of the archetype in the films and postulates that the image of

women in film may be stereotyped due to the Great Mother archetype.
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CHAPTER I

THE ARCHETYPE: ITS ELEMENTS AND ITS APPLICATIONS

If people no longer find any meaning in their
lives, it makes no difference. whether they waste
away under a communist or a capitalistic regime.
Only if they can use their freedom to create
something meaningful is it relevant that they
should be free. That is why finding the meaning
of life is more important to the individual than
anything else, and why the process of individu-
ation must be given priority.1

The study of individuation, the process by which one

becomes an individual, should be, according to the analyt-

ical psychologist Carl Gustav Jung, of utmost importance to

modern people. The process of individuation, however, is

hindered because people who are aware of the immediate pres-

ent experience a feeling of loneliness. Jung explained in

his essay "The Spiritual Problem of Modern Man,"

Every step toward -fuller consciousness removes
him [modern man] from his original, pure animal
participation mystique With the herd, from sub-
mersion in a common unconsciousness. Every step
forward means tearing oneself loose from the
maternal womb of un onsciousness in which the
mass of men dwells.

Because of this feeling of loneliness, modern man

depends on an exterior substance to allow him to understand

himself and his soul. Jung explained,

Whenever there exists some external form, be it an
ideal or ritual, by which all the yearnings and
hopes of the soul are adequately expressed--as for

1
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instance in a living religion--then we may say that
the psyche is outside and that there is no psychic
problem.3

Yet Jung claimed that modern religions no longer ful-

fill the psychic needs of the people because they have

deviated too far from symbolism. They seem ''more like

4items from the inventory of the outside world." This

absence of religious fervor has promoted interest in all

sorts of psychic phenomena and man's spirit still "yearns

for an answer that will allay the turmoil of doubt and

uncertainty."5

In order to analyze this yearning for the meaning of

life, this process of individuation, it is necessary to

understand the significant persuasive influences on modern

thought. Since religion ceases to be the pervading influ-

ence, what has become its substitute? Jung conjectured that

sport, modern music, and the cinema were integral segments

of the psyches of modern people. Even as early as 1938,

Jung termed the cinema, "the spirit of the times." He said,

"The cinema . . . enables us to experience without danger to

ourselves all the excitements, passions, and fantasies which

have to be repressed in a humanistic age.

Other theorists have also discussed the psychological

function of the cinema. Twenty years later in her essay -

"Psychology and the Film," film analyst Gertrude Keir noted,

"There is a widespread acceptance of the film as an instru-

ment superior to any other devised.for mass communication
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and the inculcation of ideas, opinions, attitudes, and behav-

ior patterns."7 In a 1976 essay, "Movies, Mommies, and the

American Drean," Marjorie .Rosen, author of Popcorn Venus:

Women, Movies, and the American Dream, suggested that films

actually prescriibe the American dream, influencing subse-

quent American behavior patterns by portraying certain behav-

iors and personality characteristics as either desirable or

undesirable. 8

According to Victoria O'Donnell, Associate Professor of

Speech Communication at North Texas State University, in her

chapter "Analysis in Film " in Communicating Through Litera-

ture (edited by William Stupp), "In order to understand the

communicative interaction of film, it is necessary to careful-

ly analyze the special qualities of film as a visual medium." 9

One of the special qualities of film is the archetype, a pri-

mordial image which links the psyche of modern man with the

primitive -psyche of his ancestors. When it is applied to the

communication process, an archetype becomes a vital message

property that must be explored in .order to determine the ex-

tent of the message of the filmmaker, the sender of the

message.

The archetype that directs and monitors the process of

individuation to the greatest degree is the archetype of the

Great Mother. 'This archetype can be analyzed to ascertain

its impact on the image of women in film. Exploring the

images of women in film, Kevin Gough-Yates, in "The Heroine"



in Films and Filming, noticed an astonishing degree of simi-

larity in the appearance, behavior, and attributes of women

in films. Analyzing seventy-seven films ranging from Beverly

of Graustark (1916) to Darling (1965), Gough-Yates found:

Happiness it seems, cannot come to the woman who
will not recognize her social function. . . . The
heroine must not usurp the man's role unless social
circumstances demand it; if she does.so she must
abandon it as soon as possible allowing the man to
take over; she must respond to the narrative aims
of society by suppressing-her sexual drives and her
need for love so that society will not be obliged
to change its pattern. . . . The woman who initiates
all her relationships and then controls them toward
her own ends, playing an essentially masculine or
active part must undergo a form of retribution or
remorse in the final reel of the film because she
has not accepted her social function.10

Marjorie Rosen seems to agree with the Gough-Yates theory,

noting "the woman who chooses career over family has always

been an evil sort, and the Woman Alone, neurotic.""

Film theorist Claire Johnston in "Myths of Women in the

Cinema" noted the interesting phenomenon that the image of

man has undergone rapid differentiation in films, while the

primitive stereotyping of woman has remained with some slight

modifications. Johnston also.suggested that the moviemakers

are still dominated by mythology that relates to sexist

ideology itself, the ideology "that places man inside his-

12tory, and woman as ahistoric and eternal." This statement

echoes the theories of Jung and -archetypal theorist Eric

Neumann who related the feminine character with the uncon-

scious, the original state of the human psyche. All of
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mankind emanates from the womb. Consequently, women have

been deified as eternal or outside of history, while men

have been on a never-ceasing journey to separate themselves

from the womb and become independent individuals.

Film analyst Diane Waldman in "The Eternal Return of

Circe" reiterated the theory that the image of woman is

bound to a primordial mythology:

Myths are actually reflections of the values of
male-dominated societies, and their correspondent
archetypal structures are therefore a symbolic
configuration of male biases and prejudices--often
formulated, of course, to the extreme detriment and
even the persecution of the societies' females.1 3

Despite the foregoing negative commentary about the

images of women in past films, 1977 was proclaimed by

Newsweek as the "Tear of the Actress." Did the 1977 movies

offer any significant changes in the image of women or have

they adhered to the old stereotypes? In order to answer

this question, one must understand the basis of women being

perceived as "eternal." As O'Donnell stated,

An analysis of film through its special qualities
can help the viewer sort out what meaning the

filmmaker is trying to convey as well as the methods
through which it is conveyed. . . . Analysis of film
helps one not only to understand its depth but also
to reveal its an important communication medium
of messages.1N

Statement of Purpose

The purpose of this thesis is to analyze the archetype

of the Great Mother in three contemporary films.
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Survey of the Literature

In surveying the literature about archetypes with rela-

tion to film studies, the following indexes were consulted:

Bibliographic Annual of Speech Communication, Retrospective

Index to Film Periodicals, International Index to Film

Periodicals, Film Research: A Critical Bibliography of

Annotations and Essays, New Film Index, Critical Index: A

Bibliography of Articles on Film, Film Literature Index,

Mass Communication Booknotes, Dissertation Abstracts, Cumu-

lative Book Index, and Communication Research.15

Only four of the studies listed in these indexes

included analyses in which archetypes were studied. as a

visual form of communication. The dissertation. "Primordial

Format: Archetypal Symbols of the Unconscious in a Science

Fiction Series2" by Charles Colin Turner primarily deals

with the rite of passage of the young captain of the tele-

16vision series Voyage to the Bottom of the Sea. Janice

Welsch's dissertation deals with an archetypal analysis of

six film actresses of the 1950's.17  A masters thesis by

Lane Roth entitled, "The Vampire Film: The Extrinsic and

Intrinsic Analysis of Three Archetypes" deals specifically

with the vampire film genre. 18 An article by Diane Waldman

"The Eternal Return of Circe" analyzes the myth of Circe as

it is depicted in the film A Very Curious Girl.19

Although there are only four studies that specifically

relate archetypal research to the visual arts, William
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Cadbury's "The Contribution of Depth Psychological Resonances

to Film Meaning" also links the Jungian theory with film

analysis by analyzing the importance of a depth psychology

approach in order to obtain the entire perspective on the

film's message.

There has been a prolific amount of investigation of

archetypes in the other genres. Sven Armens' book Arche-

types of the Family in Literature details the primordial

images in a poem by Gerald Manley Hopins. He cited the fact

that the Virgin Mary, "in her archetypal role of the Madonna

is not only the vessel of birth but also the nursing

mother or madonna, the grieving mother of the Crucifixion;

and the joyous mother who has seen her son achieve his

20
divine potentiality." Mary is in effect the Good Mother

in totality because she has seen her son travel through the

complete cycle of individuation successfully. Armens also

analyzes the evil aspects of the Archetypal Feminine in

Spenser's Faerie Queen, particularly in the character of

Duessa, "who in her maidenly innocence seems. the very proto-

type of the Kore, yet, as the deceitful creator of the

wicked archimage, she is, in reality not the promise of har-

21
vest but the agent of sterility." The book also describes

archetypally the characteristics of some of literature's

best known heroines. According to Armens, Penelope in the

Odyssey and Cordelia in King Lear are in opposition to-their

evil counterparts, Clytemnestra and Medea (Odyssey) and
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Regan and Goneril (Lear). Although King Lear is analyzed

more carefully, Armens also focuses on the Terrible Mother

archetype revealed by Gertrude in Hamlet and Lady Macbeth in

Macbeth. Maud Bodkin in Archetypal Patterns in Poetry deals

with Ishtar in Gilgamesh, Phaedra in Euripedes, and Eve in

Milton's Paradise Lost as examples of the Archetypal Tempt-

ress. Bodkin dwells particularly on "the fatality of woman

in her hold upon the passion of man that appears so often

in later poetry."2 2

Numerous dissertations also have been written that

trace the development of the mother archetype in literature

and drama. In British literature the following disserta-

tions have been written: "The Jungian Archetype of the

Fairy Mistress in Medieval Romance" by Robert James, "Dying

Generations: Shifting Archetypal Patterns in Romantic and

Victorian Poetry" by John Harrison Crow, "The Mother Arche-

type in Arnold's Merope and Swinburne 's Atlanta in Calydon"

by Nadean Bishop, "The Archetypal Feminine in the Poetry of

Percy Bysshe Shelley" by Henry Norton, "Female Archetypes

in Selected Longer Poems of Shelley" by Karen Magee Myers,

"An Archetypal Imagery Study of the Fall of the Family in

the Nineteenth Century English Novel" by Betty Tucker, "The

Archetypal Dimension of Joyce's Dedalion Novels" by Eliza-

beth Krekeler, "Thomas Hardy's Use of Fertility Archetypes

in Four Novels of Character and Environment" by John Francis

McGuire, "Archetypal Symbolism in the Major Novels of Thomas
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Hardy" by Kay Finn, "Archetypal Patterns in the Poetry of

Tennyson 1823-1850" by Garland Gunter, and "The Archetype of

the Great Mother in the Novels of William Golding" by Mary

Grimes.

Analysis of the Great Mother archetype in American

literature can be found in the following dissertations:

"The Defeated: The Archetypal Hero in Hawthorne's Tales"

by Richard Predmore, "Theodore Roethke's Long Poems:

Animistic Archetypes in the Lyric Mode" by Harry Stanley,

"Ripples from a Single Stone: An Archetypal Study of Theo-

dore Roethke's Poetry)'by William Lorimer, "The Womb of Time:

Archetypal Patterns in the Novels of Jack London" by James

Cooper, and "The Sound and the Fury: An Archetypal Reading"

by Theresa Lea Pearson.

Dissertations analyzing the archetype of the Great

Mother in contemporary drama and Russian, Spanish, Swiss,

Chinese, French, and Latin American literature have also

been written. For a complete listing of these, consult the

bibliography.

Three other dissertations deal specifically with arche-

typal criticism. John Celli in "The Uses of the Term

'Archetype' in Contemporary Literary Criticism" identified

the two principle archetypal theorists as Carl Jung, whose

theory is based on the theory of the collective unconscious,

and Northrop Frye, for whom an archetype is a unit of litera-

ture that recurs. Celli's study postulated that all
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the other archetypal critics align themselves with either

Jung or Frye.

Attempting to define and to place limits on archetypal

criticism, William Webster also divided literary critics

into the same two camps--the Jungian-Freudian camp which

relies on analysis of the human psyche in relation to liter-

ature and the Northrop Frye camp which does not. Webster

also explores Claude Levi-Strauss' structural approach to

the analysis of myth and makes a distinction between arche-

typal interpretation, "the elucidation of the explicit and

implicit meaning of a text," and archetypal cniticism, "the

elucidation of textual meaning to something else. "23

Finally, Umberto Balducci in "Cognition, Drama, and

the Dramatic: An Essay in Archetypal Form" explained his

theory that drama is the dominant art by which man recog-

nizes his life. He links art and life interchangeably.

In order to obtain a complete background of archetypal

theory, an extensive reading of Jung's works has been

accomplished: Aion: Researches into the Phenomenology of

the Self, Alchemical Studies, Archetypes and the Colective

Unconscious, Civilization in Transition, Contributions to

Analytical Psychology, Man and His Symbols, The Portable

Jung, The Practice of Psychotherapy: Essays on the Psy-

chology of Transference and Other Subjects, Psyche and

Symbol, Psychology and Alchemy, Symbols of Transformation,

and Two Essays on Analytical Psychology.
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A reading of James Frazer's The Golden Bough, Joseph

Campbell's Myths, Dreams and Religion, and Claude Levi-

Strauss' Structural. Anthropology provided valuable informa-

tion about analysis. Other supporting information was

obtained from Michael Fordham's "A Discussion of Archetypes

and Internal Objects," Gerhard Adler's "A Contribution of

Clinical Material," Northrop Frye's Anatomy of Criticism,

and Gertrude Keir's "Psychology and the Film." Information

dealing specifically with the mother archetype was gained

from Eric Neumann's The Great Mother and The Origins and

History of Consciousness.

To explore the role of women in film the following

articles were read: "The Heroine" in Films and Filming by

Kevin Gough-Yates, "The Face of the Goddess" in Films and

Filming by Peter John Dyer, and "Movies, Mommies, and the

American Dream" in American Film by Marjorie Rosen. The

following articles from Women and the Cinema: A Critical

Anthology were also read: "The Divided Woman: Bree Daniels

in Klute" by Diane Giddes; "Hollywood Heroines Under the

Influence: Alice Still Lives Here" by Janet Maslin;

"Actress Archetypes in the 1950's: Doris Day, Marilyn

Monroe, Elizabeth Taylor, and Audrey Hepburn" by Janice

Welsch; "Liv Ullman; The Goddess of an Ordinary Woman" by

Molly Haskell; "Notes on Women's Liberation Cinema" by Ruth

McCormick; "Interview with Jane Fonda" by Dan Georgakas
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and Lenny Rubenstein; and "Myths of Women in the Cinema" by

Claire Johnston.

Foundational Premises

Primordial Images--The Archetype

Background for primordial images, images which link the

psyche of modern man with the primitive psyche of his ances-

tors, logically originates from Jung,who first coined the

term "archetype" when he noted universal recurring images

in psychotic fantasies, delusions, and dream material of his

patients. Delving into this unusual phenomenon, Jung first

attempted to explain these recurrent images as being exam-

ples of "cryptomnesia,' that is, the appearance in conscious-

ness of memory images which are not recognized as such but

24which appear as original creations; however, further study

revealed that such was not the case. Following exhaustive

study of clinical material, Jung realized that he was

"dealing with universal images that have existed since the

25remotest times." 2  Although these images related to primi-

tive instincts, Jung in Man and His Symbols, explained the

definite distinction between archetypes and instincts:

What we properly call instincts are physiological
urges, and are perceived by the senses. They also
manifest themselves in fantasies and often reveal
their presence only by symbolic images. These man-
ifestations are what I call archetypes. They are
without known origin; and they reproduce themselves
in any time or in any part of the world--even where
transmission by direct descent or 'cross fertiliza-
tion' through migration must be ruled out.2 6
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Jung found that these archetypes were expressed in primitive

tribal lore, myth, and fairytale.

From the aforementioned sources, Jung traced the coming

of consciousness of primitive people. He determined that

primitive people, elevating themselves above the fellow

organisms that shared their primordial environment, began

to break away from total reliance on instinctual behavior

and unconscious oblivion by developing their psyches in

totality. In order to accomplish this feat, humans were

forced to develop a high degree of consciousness character-

ized, according to Jung, "by a heightened awareness, a

preponderance of will, directed, rational behavior, .and an

almost total absence of instinctual determinants."2 7

This development of the psyche Jung has termed the

process of individuation:

The process of psychic growth, of psychic matura-
tion that has always taken place in the lives of
men and women, but as a natural process, stretched
out over a life time, reaching various levels of
maturation. . . . It is eventually a growth into
methodology wholeness, a process of integration
of all those elements of the individual's psyche
of which he is usually not aware. 2 8

In order to achieve this state of individuation, people must

not totally reject the legacy of their primitive ancestors.

To attain the desired state of consciousness, they must

first recognize and explore the aspects of their unconscious.

Jung distinguished two orders or depths of the un-

conscious, the personal and the collective. The Personal
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Unconscious is composed largely of personal acquisitions,

potentials, and dispositions, forgotten or repressed con-

tents derived from one' s own experience.29 The Collective

Unconscious is the "All controlling deposit of ancestral

experience from untold millions of years, the echo of pre-

historic world events to which each century adds an infini-

tesimally small amount of variation and .differentiation."3 0

Attempting to probe the Collective Unconscious, Jung studied

mythology, anthropology, and comparative religions and dis-

covered that surprisingly similar symbols, themes, and ini-

tiation rites were practiced throughout the world, tran-

scending any particular epoch, era, culture, or religion.

These clusters or "archetypes" appear first as autonomous

symbols and correspond in essential respects to instinc-

tual patterns. They embrace more than mere instinct,

however, as they are also an integral part of man's psyche.

because they can serve the function of transforming the

libido, "the creative power of man's soul, whose nature it

is to bring forth the useful and the harmful, the good and

the bad."3 '

Archetypes actually check or restrain the primary

instincts by substituting symbols and analogies which chan-

nel the libido in more culturally acceptable activities or

beliefs. For example, a longing for the mother is exempli-

fied in the literature of many ancient cults.3 2  Because

this longing might be interpreted as the instinct of incest,
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the archetype of rebirth devised symbols -of the mother such

as water and tree "for the purpose of canalizing the libido

into new forms and effectively preventing it from regressing

to actual incest." 33 The energy value of the libido not

only communicates itself in the area of sexuality but also

in "any field of activity whatsoever be it power, hunger,

hatred, or religion without ever being itself a specific

instinct ."

Because the archetypes have a persuasive impact on the

multifaceted libido of humans, the study of, archetypes is of

importance in relation to communication. Their impact is

accentuated by Michael Fordham in "A Discussion of Arche-

types and Internal Objects" who claimed that archetypes

"form the basis of spiritual, intellectual, and social

life."5

Dominant Archetypes

Following initial identification and subsequent re-

search, Jung noted that certain primordial images emerged

as dominant archetypes. Jung's continual investigations of

the products of the unconscious yielded recognizable traces

of archetypal structures which coincided with myth-motifs.

Dominant archetypes such as the shadow, the animal, the wise

old man, the anima, the animus, the mother, the child, and

an indefinite number of archetypes representative of situa-

36tions were identified by Jung. The archetypes most clearly

characterized from the empirical point of view are those
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which have the most frequent and the most disturbing influ-

ence on the ego. These are the shadow, the anima, and the

animus.3

The shadow archetype is the dangerous aspect of the

unrecognized dark half of the personality.3 8 The anima can

be defined as the image or archetype or deposit of all the

experiences of man with woman.3 9 The anima, therefore, is

the female portion of the personality found in males. The

corresponding archetype is the animus, the male portion of

personality found in all females.

Since the anima is the female personality in the male,

a closer examination of this archetype is necessary. Jung

emphasized her importance in his book Aion when he said,

",She [the animal possesses all the outstanding character-

istics of a feminine being. She is not an invention of the

conscious but a spontaneous product of the unconscious.

The anima can be divided into four stages:

The first stage--Hawwah, Eve, earth--is purely bio-
logical; woman is equated with the mother and only
represents something to be fertilized. The second
stage is still dominated by the sexual Eros, but
on an aesthetic and romantic level where woman has
already acquired some value as an individual. The
third stage raises Eros to the heights of religious
devotion and thus spiritualizes him. Hawwah has
been replaced by spiritual motherhood. Finally,
the fourth stage illustrates something which unex-
pectedly goes beyond the almost unsurpassable third
stage--the divine, eternal, essential self-sufficiency
of the woman.4 1

The anima is an archetype that is present in every

male. The mother is the first carrier of the anima-image
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which gives her a fascinating -quality in the eyes of the

son. It is then transferred via the sister and other simi-

lar figures to the beloved,4 2

If the male does master the anima portion of his per-

sonality his ego becomes a "mana-personality." Thus another

well-known archetype emerges as

wise old man, the hero, chief, magician, medicine
man, saint, ruler of men and the spirits, the
friend of God has overcome the anima and has be-
come independent. . . . This figure has a no less
dangerous equivalent in women: a sublime, matri-
archal figure, the Great Mother, the All-Merciful,
who understands everything, forgives everything,
who always acts for the best, living only for
others, and never seeking her own interests, the
discoverer of great love.43

Making a definite distinction between the anima arche-

type and the mother archetype, Jung explained: "She [the

animal is not a substitute figure for the mother. On the

contrary there is every likelihood that the numinous qual-

ities. Which make the mother-image so dangerously powerful

derive from the collective archetype of the anima, which is

incarnated anew in every male child." 4 4

This thesis will not examine in detail the anima

archetype since this particular archetype occurs only in

males. The archetype which best explains the original aspects

of man's consciousness and which continues to be influential

throughout his conscious development is the archetype of the

Great Mother, which will be analyzed further.
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The Great Mother

During Jung's analysis of clinical material, he noted

"a profusion of symbolism referring to the mother" and

postulated a psychic function which he identified with the

mythological figure of the mother.5 He found that the

mother archetype "appears under an almost infinite variety

of aspects." Jung cited the numerous qualities associated

with the archetype in his book Archetypes and the Collective

Unconscious:

Maternal solicitude; sympathy; the magic authority
of the female; the wisdom and spiritual exaltation
that transcend reason; any helpful instinct or im-
pulse; all that is benign; all that cherishes and
sustains; all that fosters growth and fertility;
the place of magic transformations and rebirth;
the underworld and its inhabitants; anything secret,
hidden, dark; the abyss, the world of the dead;
anything that devours, seduces, poisons; anything
that is terrifying and inescapable.47

Eric Neumann expounded on the importance of the mother

archetype in his book The Great Mother and divided the qual-

ities of the archetype into three phases: the elementary

character, the transformative character, and the negative

character. These will be discussed in detail in Chapter II.

The elementary character represents the original state of

the psyche,. Its prime functions are containment, protection,

and preservation. This aspect of the Great Mother tends to

hold fast to everything that springs from it and to surround

it like an eternal substance.
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The prime function of the transformative character of

the feminine archetype is amplification, improvement, and

change. It is this function which acts as a catalyst in the

process of individuation or psychic maturation.

It is essential to understand that although an object

or person undergoes transformation "it remains .in some ways

connected with the mother."4 8  This psychological umbilical

link with the original state of the unconscious often causes

the individual that emerges "from a place of containment,

whether in a gradual and imperceptible process of develop-

ment or in a sudden birth to experience that new situation

1,49
negatively." The Great Mother interprets her independent

creation as a loss of her power and subsequently reacts

violently in order to preserve her dominance over -'er off-

spring. "She draws the life of the individual back into

herself. Hence, the womb becomes a devouring maw,"5 0 the

negative character or the Terrible Mother. The numinosity

(energy) of the Great Mother archetype is so powerful,

according to Jung, that people are affected by it throughout

their lives:

The mother is in every way the nearest and most
powerful experience and the one which occurs during
the most impressionable period of a man's life.
Since consciousness is as yet poorly developed in
childhood, one cannot speak of an individual exper-
ience at all. On the contrary, the mother is an
archetypal experience; she is experienced by the
more or less unconscious child not as a definite
individual feminine personality but as the mother,
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an archetype charged with an immensity of possible
meanings. . . . In the unconscious t1y mother always
remains a powerful primordial image.

Because of the importance of the mother archetype, a de-

tailed archetypal analysis of the archetype of the Great

Mother in contemporary films can help identify and interpret

the mythical elements in order to determine their existence

and subsequent potential for a persuasive impact on the

audience.

The Great Mother Archetype in Film

Frequent recurrence of the mother archetype in themes

of the earthmother, the seductress, the creative force, and

the devouring dragon are commonplace in Egyptian, Grecian,

Babylonian, Oriental, European, English, and American

literature and drama. Jung stated in his book The Spirit

in Man, Art, and Literature:- "The archetype is a figure

that constantly recurs in the course of history and appears

wherever creative fantasy is freely expressed."5 2

When an artist, poet, writer, or filmmaker makes use of

archetypes, the persuasive impact of the message is enhanced

because "it summons up a voice that is stronger than our own.

Whoever speaks in primordial images speaks with a thousand

voices ." 5 3 Jung labels archetypes in art as the elements

that give that particular art form significance because they

allow the medium to "educate the spirit of the age, conjur-

ing up the forms in which the age is most lacking."54
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Jung explained, "Archetypes come to life only when one

patiently tries to discover why and in what fashion they are

meaningful to a living individual."5 5 Since the study of

the archetypes is deemed essential by many leading psychol-

ogists in order to understand man in relation to his ances-

tors, it seems that the study of the archetype in contempo-

rary media should also be pursued to be able to view the

progress that modern man has made on his quest for individu-

ation.

Siegfried Kracauer wrote in -Theory of Film, "Films\

reflect not so much explicit credos as psychological dis-

positions, those deep layers of collective mentality which

extend more or less below the dimensions of consciousness.

. . . By analyzing the latent content of film, one can gain

knowledge of instinctive forces."56 Jung also seemed to

encourage the analysis of archetypes in contemporary art

forms: "The practice of art can be approached from a psycho-

logical angle . . . [and] only by inferences drawn from the

finished work can we reconstruct the age-old original of

the primordial image." 5 7

Because the archetypal image of the Great Mother has

not previously been explored in films, an analysis of this

important facet of films will be undertaken so that, from

inferences drawn from the movies, we can reconstruct the

primordial image of the Great Mother.
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Methods and Procedures

If archetypes are the primary elements of the collec-

tive unconscious (as Jung and his followers have theorized),

how can they be detected? Fordham explained that one can

show that archetypes have general validity in the following

ways:

1) By discovering- whether the same symbol is present
and functioning in the same way in the material
of other subjects.

2) By using myths and folklore for the same purpose,
since these phenomena are collective beliefs held
by social groups and represent a common psychical
structure and way of functioning for that group. 5 8

Eric Neumann, commissioned by Jung to conduct research

specifically on the archetype of the Great Mother, explained

that the structure of the archetype is the complex network

of psychic organization which includes dynamism, symbolism,

and sense content:

The dynamic action of the archetype extends beyond
unconscious instinct and continues to operate as an
unconscious will that determines the personality,
exerting a decisive influence on the mood, inclin-
ations, and tendencies of the personality, and
ultimately on its conceptions, intentions, interests
on the consciousness and the specific direction of
the mind.5 9

The examination of the dynamic element of the archetype of

the Great Mother, that is, the effect that the archetype has

on the personalities associated with it, will be a main

emphasis in this study.

An archetype, which is inherently invisible, manifests

6oits visibility through its specific symbolism. The symbols
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that stimulated the unconscious and conscious mind must be

identified in order to determine how they affect our think-

ing today. According to William Webster's dissertation,:

"Meaning and Significance--The Limits of Archetypal Inter-

pretation," "the correct identification of the symbols of

the psychological archetypes is the key to understanding how

or why the reader responds to literature. The identifica-

tion of such psychological symbols . . . is the task of

archetypal interpretation."61 Only through an extensive

study of the symbolism associated with the Great Mother will

the archetype develop into a unit that can be analyzed

coherently.

Modes of Inquiry

Since the archetype of the Great Mother has three

definite spheres--the elementary, the transformative, and

the negative--an analysis of the archetype must focus on

the presence of each of these spheres and the symbols that

represent them. Analysis of the archetype will then be

attempted through the following modes of inquiry:

I. Symbolic Analysis.--1. Elementary Character: Are
the images of the elementary
character--containment, pro-
tection, preservation--
present in the mother figures
in the films?

2. Transformative Character:
Are the symbols of creation,
donation, and improvement
present in the mother figures?
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3. Negative Character: Are the
symbols of the devouring,
entwining mother intent on
destroying her creations
present in the mother figures?

Because symbols represent the visualization of the archetype,

this symbolic analysis should be the initial focal point of

the investigation. One must first determine the presence.

or existence of archetypal patterns in the film's images.

Mere existence of symbols which are normally associated with

the Great Mother is insufficient data upon which to base an

archetypal analysis. Fordham explains, "In order to estab-

lish a parallel from this source [myth and folklore], it is

not a question of, the image alone, but also of its function.

It is therefore insufficient to say that, for instance, the

image of a witch is necessarily archetypal; she must func-

62
tion in a typical fashion."

The second part of the study will investigate the

dynamism of the archetype by ascertaining the role of the

mother archetype in Jung's individuation stages. This study

will attempt to determine the presence of the individuation

cycle containment, transformation, entwinement, rebirth,

individuation) by answering the following questions:

II. Dynamic Analysis.--1. Does the presence of the
Great Mother archetype sig-
nificantly affect the action
or plot of the film?

2. Does the offspring undergo an
initial feeling of protection
from the mother figure?
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3. Does the mother figure repre-
sent The Great Round or The
Great Container by providing
everything to her offspring?

4. Is there a period of initia-
tion when the offspring
attempts to disassociate
himself/herself from the
mother?

5. Is there an attempt by the
mother to reclaim her off-
spring, subsequently suffo-
cating him/her?

6. Does the offspring appear to
achieve individuation?

7. At the conclusion of the film,
which image of the mother
archetype is dominant?

8. Does the offspring undergo
death but ultimately exper-
ience a spiritual rebirth
through the influence or
interference of the mother?

9. Are the relationships of the
characters in the films
affected by the goals of the
Great Mother archetype?

1. dArthe female characters in
the film actually stereotypic
replicas of Good or Terrible
Mothers? Do they follow the
primordial pattern or have
the characters expanded beyond
the archetypal limitations?

This Jungian analysis has been accomplished after multiple

viewings of the films Network, Exorcist II: The Heretic,

and Looking for Mr. Goodbar. These films were selected be-

cause of their well-developed personae as well as the age

and character disparity of their female roles. Newsweek's

Charles Michener said that Faye Dunaway's two-dimensional

villainess in Network "is regarded as the juiciest female

part in years." 6 3 Her Academy Award winning performance in
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the role of Diana Christianson, "the woman of self-styled

masculine temperament, a driven careerist existing only in

her work," 6 is an obvious backlash against the stereotyped

image of movie women that exist only to provide "sexual

,65
first aid to their male counterparts. e Dunaway's

performance coupled with the message of the film--the

domination and manipulation of the American public with

sadistic programming--will probably secure a place for this

movie in the annals of film history.

Although Exorcist II: The Heretic was a critical flop

when compared to The Exorcist, it remains an important vehi-

cle to analyze because of the diversity of female roles in

the film. Dr. Tuskind, played by Louise Fletcher, is a

single woman with an innovative career in psychiatry. Linda

Blair plays Regan, "the icon of innocence. " 66 Another sub-

stantial woman's role is that of Regan's guardian, Sharon.

Because the movie includes three women of varying ages

(adolescence, young adulthood, and adulthood) it seems to

offer a good opportunity to compare and contrast different

images of women.

Finally, Looking for Mr. Goodbar starring Diane Keaton

has been critically acclaimed because of its explicit pres-

entation of a modern woman. Janice Castro in Time magazine's

cover story on September 26, 1977, said the success of Goodbar

will "affect the immediate future of serious films about

wm 67women.
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This specific methodology that has been employed in

this study more readily lends itself to archetypal analysis

because archetypes are inherently dramatic. Although it is

possible to describe archetypal content in rational scien-

tific language, Jung discouraged this because "in this way

one fails to express its [the archetype's] living character.

Therefore, in describing the living processes of the psyche,

I deliberately and consciously give preference to a dramatic,

mythological way of thinking and speaking, because this is

not only more expressive but also more exact than an

abstract scientific terminology.",68

After the above questions were answered, it was possi-

ble .to chart the progress of the major characters' quest for

individuation. The effect of the Great Mother on the indi-

viduation quest was evaluated and the image of woman as

exemplified by the Dual Great-Terrible Mother was determined

for each of the films analyzed. After completion of this

analysis, it was possible to determine the power of the

mother archetype on her offspring and the power of the

archetype on the image of women as presented in the three

films.- The thesis was able to determine the validity of

Jung's statement in relation to at least three films:

The mother always remains a powerful primordial
image, colouring and even determining throughout
life our relations to women, to society, to the
world of feeling and fact,. yet in so subtle a way
that, as a rule there is no conscious perception
of the process.)9
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Summary of Design

This study includes six chapters. Chapter I provides

an introduction to the subject, a statement of purpose,

survey of the literature, and a brief explanation of methods

and procedures. Chapter II details the phases of the Great

Mother archetype: the elementary, the transformative, and

the negative (the symbols connected with each phase and the.

specific numinosity exhibited by the archetype) as well as

discussing Jung's process ,of individuation and how the Great

Mother archetype controls this quest. Chapters III, IV,

and V focus on the Great Mother archetype in The Heretic,

Network, and Looking for Mr. Goodbar, respectively.

Chapter VI is a summary and conclusion and a comment about

the possible areas for future study.
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CHAPTER II

THE GREAT MOTHER

The archetype of the Great Mother consists of the

creative, preservative, nurturant, and transformative as-

pects of human development as well as the psychical sphere

of the unconscious. An abundance of matriarchal symbolism

can therefore be found in both primitive and contemporary

mythology. Before applying the mother archetype to contem-

porary films, it is necessary to discuss its three spheres

and the symbolism connected with each particular phase.

The Elementary Character

In his book The Origin and History of Consciousness,

Eric Neumann traced the development of man's psyche beginning

with the uroboric state. The uroboros, the primordial arche-

type, is a circular snake biting its tail and symbolizing

a state in which chaos, the unconscious, and- the psyche as

1a whole were undifferentiated. The uroboric state is

likened to the protective environment of the womb where the

embryo is sheltered, nourished, and isolated from all evil.

Neumann explained the dominance of this primordial state by

the archetype of the Great Mother:

The uroboros of the maternal world is life and
psyche--one; it gives nourishment and pleasure,
protects and warms, comforts and forgives. It is

35
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the refuge for all suffering, the goal of all
desire. For always this mother is she who fulfills,
the bestower and helper. This living image of the
Great and Good Mother has at all times of distress
been the refuge of humanity and ever shall be.

Neumann noted, "In terms of psychic energy the elementary

character of the Feminine and its symbolism express the

original situation of the psyche which we therefore desig-

nate as matriarchal."3 Symbols of the pomegranate, poppy,

pod, cornucopia, pig, squid, owl, shellfish, barrel, box,

basket, chest, trough, and sack represent the containing

phase of the mother archetype. Symbols of protection are

the nest, cradle, bed, ship, wagon, coffin, temple, hut,

house, village, city, lattice, fence, wall, gate, door,

4shirt, dress, coat, veil, net, and shield. The uroboric

state includes, according to Neumann, "anything big and

embracing which contains, surrounds, enwraps, shelters,

preserves, and nourishes anything small." 5

The symbolism of the Great Round signifying the self-

contained is dominant during the uroboric phase. Nadean

Bishop's dissertation analyzed the matriarchal facet of

containment in Matthew Arnold's Merope (1858). Bishop

observed that Arnold focused on "the womblike relationship

between container and contained (Mother and son)" and pre-

sented "a nourishing protective Good Mother archetype

reflecting the Victorian stereotype and his own attitude

toward women."6
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Neumann explained the significance of the elementary

character of the mother archetype:

Only when we have considered the whole scope of the
basic feminine function--the giving of life, nourish-
ment, warmth, and protection--can we understand why
the Feminine occupies so central a position in human
symbolism and from the very beginning bears the
character of greatness. The Feminine appears as
great because of that which is contained, sheltered,
nourished is dependent on it and is utterly at its
mercy. Nowhere is it so evident that a human being
should be experienced as "great" as in the case of
the mother.7

Because of this conjunction of the feminine with the pre-

conscious, pre-ego state, the unconscious has come to be

regarded as a symbol of the feminine, while the conscious

state is regarded as a symbol of the masculine. The con-

trasting images of darkness and lightness are essential

images of the origin and creation of life and the coming

of consciousness. Neumann cited Ernst Cassirer' s observa-

tion: "In all epochs and in all religions, creation appears

as the creation of light. Thus the coming of consciousness,

manifesting itself as light in contrast to the darkness of

8
the unconscious, is the real object of creation mythology."

The light-dark imagery, therefore, is a major symbolic pat-

tern of the process of individuation.

The Transformative Character

As the individual matures, the archetype of the mother

changes also. One stage of development is ruled by the

image of the Mother Goddess with the Divine Child. It
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emphasizes the helpless nature of the child and the protec-

tive side of the mother. 9  At this stage, the mother seeks

to preserve What already exists; however, the mother also

possesses a transformative character whose "accent is on

the dynamic element of the psyche which drives toward motion

10
and change." The mother archetype is able to initiate

this transformative function, this conversion from a lower

to a higher form, by its numen, "the specific energy stored

up in the archetype."1

Some transformative symbols are

. . the jar, kettle, oven, vessel (which represent
the creative aspect of the uterus); bowl, goblet,
chalice, grail (which accent the motif of giving and
donating); and pond, lake, spring, and tree (which
symbolize the giving of life).' 2

The transformative phase encompasses physical, psychi-

cal, and spiritual maturation. In Gerard Manley Hopkins'

poem "The Blessed Virgin Compared to the Air We Breathe,"

Mary displays the creative and transformative characteris-

tics of the Good Mother. According to Sven Armens' analysis

in Archetypes of the Family in Literature, "She [Mary] is

both the archetypal Good Mother of the secular vegetative

mysteries, the actual fruitful source of organic being, and

the archetypal Virgin of the spiritual inspiration mysteries

who, through the transforming- emotion of love, enables man

(the son as Hero) to achieve transcendent being."1 3 Another

famous Good Mother, Cordelia in Shakespeare's King Lear,

uses her love to restore Lear to his sanity and identity. 14
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Other functions of the Good Mother are to preserve the Family

Covenant and to protect the Physical Hearth. Sophocles'

Antigone reflects the Good Mother's willingness to sacrifice

herself for the Family Covenant because of her intense

15loyalty to her brother Polyneices.

Throughout this transformation, as the psyche of the

individual matures and becomes independent, as it moves into

greater degrees of consciousness, the longing for the pre-

vious state of protection and nurturance persists. In

effect, the psyche is being pulled in two opposing direc-

tions--one that leads to a completely successful, individ-

uated life, "a viable transformation," the other that reverts

back to the unconscious bliss of the womb. Jung warned that

"this longing [for the womb] can easily turn into a con-

suming passion which threatens all that has been won. The

mother then appears on the one hand as the supreme goal,

and on the other as the most frightful danger--the Terrible

Mother.",,16

The Negative Character

When the Great Mother realizes that her offspring is

becoming too independent, she becomes cognizant of the fact

that her sphere of influence is diminishing. She attempts

to reverse the transformative process either by drawing the

offspring back to the womb or by the more violent alterna-

tive which is destruction.



4o

The Great Mother uses the rejection of her offspring as

a weapon. Neumann explained, "Withdrawal of love can appear

as a withdrawal of all the functions constituting the posi-

17tive side of the elementary character." Loneliness,

misery, and exile are the byproducts of the Great Mother's

rejection. An example of this occurrence appears in Shake-

speare 's King Lear. Armens noted, "The behavior of Goneril

and Regan constitutes for Lear a repetition of a psychical

state of rejection and that, for him, his daughters perform

18
the role of Terrible Mother."

Other Terrible Mothers use more violent means to

achieve their goal of autocratic power. Any death symbol

is associated with the Terrible Mother, particularly symbols

of diminuition, rending, hacking to pieces, annihilation,

rot, decay, blood-drinking, graves, and cemeteries. In The

Great Mother Neumann listed the multitude of symbols and

their association with the Terrible Mother as follows:

Disease, hunger, hardship, war above all are her
helpers, and among all peoples the goddesses of war
and the hunt express man's experience of life as a
female exacting blood. This Terrible Mother is the
hungry earth which devours its own children and
fattens on their corpses; it is the tiger and the
vulture, the vulture and the coffin; the flesh-
eating sarcophagus voraciously licking up the
blood seed of men and sated, casting it out again--
new birth, hurling it to death, and over and over
again to death.1 9

Images of the Terrible Mother in the roles of temptress,

witch, and monster have been evident in literature since the

Odyssey introduced the Sirens, Calypso, Circe, and Scylla.2 0
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Early Greek myths are replete with the Terrible Mothers of

Pandora, Helen of Troy, Clytemnestra, Medea and the harpies,

Gorgons, Sphinxes, Erinyes, and Furies. Shakespeare's

dramas also depict the Terrible Mother archetype. In the

dramatic exhortation of Lady Macbeth to her husband, she

says:

I have given suck, and know
How tender 'tis to love the baby that milks me.
I would, while it was smiling in my face,
Have pluck'ed my nipple from his boneless gums
And dash'd the brains out, had I sworn as you
Have done to this. (I. vii, 54-59)

Armens noted, "Lady Macbeth in subjecting her maternal

feelings to the ends of attaining power . . . becomes the

21
Terrible Mother." Gertrude, the mother of Hamlet, is also

a Terrible Mother figure because she does not weep for the

dissolution of the Family Covenant, and she expediently

marries Claudius, her dead husband's brother. Armens

described Gertrude as "the symbol of all the monstrous women

who have ever destroyed and disillusioned men; she is the

lustful temptress, the whore, the deceiver, and, worst of

all, the absent mother who rejects her loving son."22

Even though the Terrible Mother seems to be completely

alienated from her positive, nurturant, creative counterpart,

she is still an integral part of the archetype of the Great

Mother. "For in a profound way life and birth are always

bound up with death and destruction."2 3  That is why, accord-

ing to Neumann, this Terrible Mother is "Great."



Those that conquer the devouring, entwining nature of

the Terrible Mother experience the process of rebirth be-

cause they have simultaneously conquered death. Jung noted,

"Christ himself interpreted his own death-agony symbolically

as the pangs of rebirth," the tree (often a feminine symbol)

performing a dual function by becoming both the vehicle

for his death as well as the symbol of his new life.24 This

example of suffering and subsequent rebirth coincides With

Neumann's research which found, "It is inherent in the

mysteries of the Great Goddess and in her spiritual charac-

ter that she grants life only through death, and development

toward new birth only through suffering . . . she confers

no birth and no life without pain.,,25

The Process of Individuation

Jung also postulated the possibility "the apparent

enmity of the maternal archetype is a ruse on the part of

Mater Natura for spurring on her favoured child to his high-

26
est achievement." Jung noted the typical cycle that world-

wide mythological heroes follow. The hero advances from his

unconscious state'. He must undergo an initiation process

where he encounters a huge monster. The monster devours

him, but the hero inevitably overcomes the monster and -

destroys it. "Often the monster is killed by the hero

lighting a fire inside him. That is to say, in the very

womb of death he creates life. . . . Unfortunately, this
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hero must renew the struggle, and always under the symbol

and deliverance. of the mother.,,27

This hero's journey directly correlates with the jour-

ney that the psyche must undergo in order to obtain individ-

uation or maturation. The psyche slowly, gradually emerges

from its protective, womb-like environment. The libido,

the energy of the psyche, is ameliorated by the transforma-

tive character of the Great Mother but is inevitably opposed

by the devouring, stranglehold of the Terrible Mother when-

ever the offspring becomes too independent, too heroic.

The hero may become victoriously individuated, but may

also meet with his death. Because the mother archetype does

not want her offspring to "sink into slothful inactivity" or

be paralyzed with longing for the past, Jung surmised that

"she urges him to do the forbidden and apparently impossible

thing. Thus he must either go under or become a hero. The

mother is thus the demon who challenges the hero to his

deeds and lays in his path the poisonous serpent that will

strike him." 2 8

Summary

The antithetical elements of the archetype of the Great

Mother are very apparent. The Good Mother is the giver of

life, nourishment, warmth, and protection. The function of

the protector is sometimes carried to such an extreme that
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the mother does not release her offspring when they aspire

toward independence and freedom. The Terrible Mother then

becomes dominant. She attempts to maintain her power as

the Great Mother by ensnaring her. offspring and devouring

their individuality.

From the previous analysis it is obvious that the mother

archetype with itspowerful numen is a force that permeates

the psychic development of an individual and often guides

or directs the offspring to either achievement or destruc-

tion.
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CHAPTER III

ARCHETYPAL ANALYSIS OF EXORCIST II: THE HERETIC

The film Exorcist II: The Heretic is an exploration

into the unconscious. John Boorman, the director, explained

his excitement about the film: "Film is so close to dream

and nightmare to the life of the unconscious. Here was a

chance to make a filmi that really lived in those areas and

allowed us to explore it."

Since the unconscious and the Archetypal Feminine are

inextricably linked., this movieis an excellent vehicle for

the study of feminine symbolism and the Great Mother arche-

type . The film centers on three characters: Father Lamont

(played by Richard Burton), Regan Macneil (played by Linda

Blair), and Dr. Tuskind (played by Louise Fletcher). Lamont

has been commissioned by the Catholic Church to investigate

the exorcism that Father Merrin performed for Regan a few

years before. Regan is under the psychiatric care of Dr.

Tuskind,who is experimenting with a new technique called

synchronized hypnosis. Lamont observes the'Ifinkage of the

unconscious minds of Regan and Dr. Tuskind and sees the

demon that had previously tormented Regan. His subsequent

investigation leads him to other Merrin exorcisms, and he

comes to realize that these people have been selected by

4j 7
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the devil because they have extraordinary powers of goodness

and healing. The remainder of the movie shows Lamont fight-

ing for Regan's soul so that she can "achieve full spiritual

potential."

The Great Mother Archetype

The three spheres of the mother archetype are present

in the movie Exorcist II: The Heretic. The creative and

preservative qualities representing the elementary charac-

ter of the archetype are found in the character of Dr.

Tuskind. Dr. Tuskind also displays the characteristics of

the transformative sphere of the mother. The devouring,

destructive nature of the Terrible Mother is represented by

the demon Pazuzu. The numinosity of these two opposite

poles of the mother archetype are in direct conflict through-

out the movie. Dr. Tuskind and Pazuzu are vying for control

of Regan Macneil. Thus, the entire plot line revolves

around thetultimate victory of either the forces of good

(the Good Mother symbolized by Dr. Tuskind) or the forces

of evil (the Terrible Mother symbolized by Pazuzu). The

archetypal analysis focuses on each of these mother figures.

Dr. Tuskind as the Good Mother

Dr. Tuskind has created a psychiatric clinic that is

experimenting with innovations in hypnosis. Tuskind domi-

nates her surroundings at the clinic. Her patients are

dependent on her for their mental well-being. The set of
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cinematographer, explained that the office had a honeycomb

2effect. The surrounding cubicles with the various coun-

seling services taking place, presided over by the central

office of Dr. Tuskind, gave a dominating queen bee effect.

Dr. Tuskind displays the protective, pre servative

instinct of the mother when she tells Father Lamont, "I'm

responsible for Regan while her mother is away. Now you

stay away from her." Tuskind thusTplaces herself in the

role of surrogate mother of Regan.

Other qualities connected with the mother archetype,

according to Jung, are sympathy, any helpful instinct or

impulse, and the magic authority of the female.3  Dr.

Tuskind exhibits these maternal characteristics .in the movie.

She expresses the Good Mother quality of sympathy and comfort

after the fire in the clinic. She tells her patients,

"You're all OK. Go on in." She couples these words with

comforting, loving gestures such as an arm around the shoul-

der,. a pat on the head, and a reassuring smile. Her positive

attitude toward her patients and their parents is exhibited

in the scene between her and a hopeless father. The father

asks helplessly, "Is there any point in going on?" She

replies, "I111 be in there fighting as long as you are."

The transformative act of cleansing when Dr. Tuskind is

enjoying the company of her children while bathing them also

depicts the numinosity of the Good Mother. Jung observed in
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Archetypes and the Collective Unconscious, "Water usually

14
has a maternal significance." Tuskind also exhibits the

act of healing when she responds to the man's plea for help

after he had a car wreck.

Perhaps the most obvious of Tuskind's maternal attri-

butes are her transformative activities involving Regan.

The transformative phase of the mother archetype, encompass-

ing physical, psychical, and spiritual maturation, is evident

in the attempts by Dr. Tuskind to help Regan. Physically,

Tuskind is shown administering to Regan after she fell off

the dance stage. Psychically, Tuskind is attempting to

deliver Regan from the dreams which plague her. Tuskind

also indirectly helps Regan mature spiritually by allowing

her to recognize the forces that are at work within her

through the process of synchronized hypnosis. Dr. Tuskind

is shown in open confrontation with Pazuzu, the dream demon,

when she tells Regan of her plan to conquer the bad dreams

by synchronized hypnosis: "Then we could look at those

bad dreams together and understand them and dissolve them."

The responsibility that Tuskind feels for Regan is drama-

tized by the scene when she leaves her own children to

search for Regan who has gone to confront Pazuzu at the

original place of possession. This relationship between

Tuskind and Regan resembles the ancient Demeter-Kore myth

when Demeter is distraught over the loss of her daughter.5
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In several specific instances in the movie, Regan seems

to be following the prototype of her surrogate mother,

Dr. Tuskind. When Regan confronts the autistic girl Sandra,

she becomes the first person to communicate with her. She

explains to Dr. Tuskind--"I just started talkin' to her.

First she was talkin' inside and then she started talkin'

outside." She then requests, "Do you think I could start

helping the other kids?" Regan supposedly has been picked

by the demon to be destroyed because she had extraordinary

powers of goodness and healing, qualities which could make

Regan a difficult adversary should she transmit her goodness

to others. The character of Regan is consistent with the

Kore imagery cited in the Act of Thomas. A Eucharistic

feast "is celebrated at a characteristic moment, immediately

after Thomas had delivered a beautiful woman from an unchaste

demon who had been plaguing her for years."6

The Terrible .Mother

In The Heretic, the Terrible Mother was present in the

devouring, entwining nature of Pazuzu, the name of the demon

that is terrorizing Regan. Although the film designates

Pazuzu as a king, he is a masculine representative of the

Terrible Mother.

This destructive force is evident from the opening

scene of the film. Father Lamont is attempting to exorcise

a demon from a young girl. Although she is possessed by a
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devil, she is a healer. She questions her fate when she

queries, "Pourquoi? I heal the sick. Why me?" Then she

burns up in flames.

Regan is continually being influenced unconsciously by

Pazuzu. Pazuzu, the demon that had possessed her years

before, is attempting to entwine Regan's soul with the devil

forever. As Regan explains, "It's trying to destroy my

soul." The demon tries to tap her unconscious by coming

to Regan in her sleep. Pazuzu attempts to destroy Regan's

surrogate mother, Dr. Tuskind. This occurs during the scene

in which Father Lamont observes Regan and Tuskind during

synchronized hypnosis, a prOcess which links the unconscious

minds of its participants. Lamont sees the evil spirit in

the reflection of the glass walls of the office. Dr. Tuskind,

unconsciously frightened by the demon, undergoes a fibrilla-

tion of the heart. Regan comes out of the hypnosis and

attempts to pound the doctor's heart back into a normal

beating rhythm. In a dramatic personification of the battle

between the Terrible Mother and the Good Mother, the audience

sees the evil spirit Pazuzu in the body of Regan literally

tearing out the heart of the Good Mother while the good

Regan, the Kore, is attempting to preserve her life.

Both Regan and Lamont undergo similar processes of

individuation. Regan has been protected either by her mother

or by Dr. Tuskind ever since her original experience with

possession. Tuskind gradually transforms Regan's psyche
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into that of a maturing young adult. Yet, because Regan

has such a potential for goodness, the Terrible Mother

attempts to squelch her powers before she develops them

fully. Lamont also is gradually emerging from the secluded,

sheltered life of the priesthood. During the film, Lamont

enacts the typical cycle that mythological heroes follow.

He undergoes an initiation process where he encounters a

huge monster. The monster devours him, but the hero inevit-

ably overcomes the monster and destroys it. Regan and Lamont

become psychically linked in the film. The individuation

process of one, therefore, is also the individuation process

of the other.

The Process of Individuation of Regan/Lamont

Lamont's journey to Africa to find Kukumo, the young

boy healer, mirrors the initiation of a mythological hero.

This journey is influenced by three significant Terrible

Mother symbols: the labyrinth, the leopard, and the devour-

ing locust.

A major terrible mother symbol is the labyrinth, or

maze of Ethiopian villages through which Father Lamont was

searching for Kukumo . During this time Father Lamont

becomes confused, helpless, lost, and distraught-. The

symbol of the labyrinth was studied in Gaetano Cipolla's

dissertation "The Labyrinth and Petrarch: An-Analysis of the

Archetype and its Manifestations in Petrarch":



54

The results of the investigation show~ that the
labyrinth is an archetype of the Collective Uncon-
scious. . . . The Labyrinth Complex may also be
represented by the symbolism of "nets," "spider's
webs," "''knots," "errors and entanglements" which
are sometimes synonymous with the labyrinth. This
symbolism is particularly important because these
are the weapons of the Great Mother.7

According to Cipolla's dissertation, "The labyrinth deals

with matters of life and death and with initiations. It is

a place of transformation in which man may attain manhood,

salvation, and immortality. Conversely damnation, immobil-

ity, and death await the man who is unable to conquer the

labyrinth."8 This quest through the labyrinth is Lamont's

rite of initiation to see whether or not he will achieve

salvation. He becomes subjected to the Terrible Mother

when he calls the demon Pazuzu to help him find Kukumo.

Neumann explained the xtite of initiation that mythical heroes

undergo:

the journey of the dead . . . is anticipated
in the rite of initiation. In -this journey, the
deadIan encounters the devouring monster and finds
out whether or not he can stand up to it. All ini-
tiations aim to safeguard the individual against the
annihilating power of the grave, the devouring
Feminine .9

Lamont's actual initiation comes when he finds Kukumo and

must prove his faith by crossing over a sea of swords. The

sword pierces his foot. Symbolically, he is defeated be-

cause he had succumbed to the Terrible Mother when he was

in the Labyrinth.
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Another major terrible mother symbol was that of the

leopard that attacked Father Lamont when he was in synchron-

ized hypnosis. According to Jung, "The animal is a repre-

sentative of the unconscious . . . . All animals belong to

10the Great Mother." On his visit to Africa, Lamont finally

meets Kukumo dressed in the skin of the leopard that had

attacked Lamont in his vision. This is significant because

"Whoever succeeds in killing the 'magic' animal, the sym-

bolic representative of the animal mother, acquires some-

thing of her gigantic strength. This is expressed by saying

that the hero clothes himself in the .animal's skin and in

this way obtains for the magical animal a sort of resurrec-

11tion." With the help of Father Merrin, Kukumo was supposed

to have overcome the demon Pazuzu--hence, the clothing in

the leopard skin.

The major terrible mother symbol is the locust. After

Lamont finds Kukumo, the African man describes the power of

the locust: "They[the locusts] become a destructive, vora-

cious, marauding swarm with a single mind--a locust mind if

you will. The evil swarm sweeps relentlessly over the earth

possessing all that it touches." The locust swarm that

occurs in Africa suggests that same type of imagery that

Rachel Rosenberg noted in her dissertation "Zola's Imagery

and the Archetype of the Great Mother"--the imagery of "the

insatiably hungry animal, the animal who is obsessed with

the activity of devouring." 2 This devouring motif is
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analogous to the terrible mother character. Jung pointed out

that in Frobenius' book (Das Zeitalter des Sonnengotes)

"there are numerous examples of the monster devouring not

only men, --but animals, plants, and even an entire country."'3

This ,menace to an entire country is the locust, the devour-

ing mother symbol :in The Heretic.

Kukumo explains to Father Lamont the dual nature of the

locust which coincides with the dual aspect of the Great

Mother--on the one hand the devouring maw and on the other

hand the giver of life. "Look at this young female . . . .

We like to call her the Good Locust. Her children will be

our agents in the swarm, calming' the others, breaking the

chain reaction,, remaining forever happy-go-lucky grass-

hoppers." Significantly, the Good Locust is female and

symbolizes the Good Mother who is also a healer.

When Lamont returned to the United States, he realized

that there must be a confrontation between him, Regan, and

Pazuzu at the original place of possession in Georgetown.

In the final climactic scene, the devouring horde of locusts

swarms over the house. Regan, costumed in white, starts

making a circular motion with her hand. This movement is

significant according to Jung:

The circulation is not merely motion in a circle,
but means, on the one hand, the marking off of the
sacred precinct, and on the other, fixation and
concentration. . . . Action is reversed into non-
action; all that is periphe ralis subjected to the
command of. what is cenfrtzal. Therefore it is said,
'Movement is another name for mastery.'lk
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It is as if -at this moment Regan has achieved individuation

both from the clutches of Pazuzu and from Dr. Tuskind. As

Jung observed, with this circular movement she has mastered

her surroundings. She has defeated the devouring mother.

Symbolically, she seems to be coming into her own as a Good

Mother.

The film dissolves into an earlier scene of the young

Kukumo making a similar motion when the locusts attacked his

African village. This scene is particularly significant

because it cinematically expresses the essence of the mother

archetype which is not linked to a particular sex, country,

or culture but is identified -only by its maternal symbols

and dynamic impact. Both Kukumo and Regan overcame the

Terrible Mother and became individuated as healers, Good

Mothers of the future. Finally, Lamqnt and Regan are' seen

walking off together. Lamont obviously has regained his

faith while at the same time establishing his independence.

The juxtaposition with Regan at the end of the movie symbol-

izes their pbychical link and their victory over the devour-

ing, Terrible Mother.

Summary

The images of the Good Mother--containment, protection,

preservation, donation, improvement--are present in the

character of Dr. Tuskind. The symbols of the devouring

entwining mother--the leopard, .the locust, and the
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labyrinth--are also present in the film. The presence of

the Great Mother archetype does significantly affect the

action because the entire film is showing the numinosity

of the Good Mother Dr. Tuskind and the Good Locust battling

Pazuzu and the devouring locust horde. The mother figure

Dr. Tuskind represents the Great Container by providing both

psychical and physical comfort to her offspring. Lamont

undergoes a period of initiation during his journey to Africa.

The. Terrible Mother Pazuzu attempts to reclaim Regan and

Lamont. Regan and Lamont, however, achieve individuation

in the final victorious scene. Both achieve a spiritual

rebirth because of their victory over the Terrible Mother

which represented evil and the barrier to their spiritual

comfort. The relationships of the characters are signifi-

cantly affected by the Great Mother because Dr. Tuskind

displays elementary and transformative qualities in her

dealings with the characters of Regan, Lamont-, and her

patients and Lamont and Regan are negatively affected by

the goals of the Terrible Mother. Dr. Tuskind is the replica

of the Good. Mother. The director John Boorman, in casting

for the role said:

.We were rather glad to be able to put a woman into
the role which had been written for a man without
really changing anything of a fundamental nature.
I mean we didn't make it more feminine except in
certain scenes we wrote in for her with a family
background with children and so forth and her par-
ticular predicament of beling'a woman, divorced,
bringing up children, and having a career, she
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represents very much the problems of an intelli-
gent, mature woman in today's society.15

The image of the Good Mother is dominant at the end of the

film: Regan .will be able .to spread her extraordinary good-

ness, and Dr. Tuskind will continue her innovative psychia-

tric career with additional insight that she has gained

from the experience.
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CHAPTER IV

ARCHETYPAL ANALYSIS OF NETWORK

The 1976 production of Network written by Paddy

Chayefsky depicts the potential power of television on its

audience and the devastating competition within the indus-

try itself. Howard Beale, played by Peter Finch in his

Academy Award winning role, falls victim to the mad dash

for rating points and subsequent investments of millions

of advertising dollars. Beale, a network news commentator,

is told at the beginning of the movie that his ratings are

too low to warrant his remaining on the job. His unexpected-

ly volatile reaction to the news is a proposed suicide on

national television which causes the ratings of his new

broadcast to skyrocket. This motivates Diana Christianson,

(played by Faye Dunaway) director of programming for the

Universal Broadcasting System (UBS), to take a personal

interest in the Beale newscast. Her development of the

Beale show, her relationship with Beale's best friend Max

Schumacher (played by William Holden), director of the news

division, and her ultimate destruction of the show are the

main elements of the movie plot.

The archetypal patterns of creation, nurturance, trans-

formation, and destruction are displayed by the character

62
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Diana and the institution of television. In fact, Diana and

television seem to merge into a singular terrifying entity

destroying the very offspring that they nurtured. Because

the character Diana is the agent, one that makes the action

happen, the archetypal analysis will initially focus on her

character and how she embodies the mother, the temptress,

and the goddess

Diana as the Mother

Diana is an efficient, dedicated workaholic who

totally dominates the people around her. She dominates her

staff meetings, manipulates Frank Hacket (played by Robert

Duvall), the Communications Corporation of American (CCA)

man running the network, into giving her control over the

Howard Beale show, and seduces Max Schumacher into breaking

up his twenty-five year old marriage in order to live with

her. Even her name, Diana, connotes superiority. Mytholog-

ically, Diana was the name of the all-powerful goddess of

Nemi who casts her mate into deep shadow:

The people who founded the sanctuary of Diana at
Nemi . . . traced descent in the female line, and
. . . worshiped a great Mother goddess, not a great
Father God. That goddess was Diana; her maternal
functions are abundantly proved by the votive
offerings fouid at her ancient shrine among the
wooden hills.

Diana Christianson, whose shrine was the UBS Network, also

shows many maternal characteristics. She creates, nurtures,

and transforms her offspring. Her children, however, are

the television shows that she creates.
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Beginning with the first staff meeting in her office,

Diana orders new ideas for shows.. She is searching for

someone or something to "articulate the public rage" of the

American people. After Howard Beale's promise of suicide

on national television, she tells Frank Hackett, "I want

that show; I can turn that show into the biggest smash on

television." She reiterates her compulsion for the show in

VIax Schumacher's office when she observes, "The fact is I

could make your Beale show the highest rated news show in

television if you'd give me a crack at it." She wants to

create a new type of news show. "I want to program it, to

develop it," she explains- to Schumacher, thus exhibiting

both creative and transformative characteristics in this

particular scene. A third element of her matriarchal char-

acter, however, also becomes evident in this scene--the

element of the Devouring Mother. She explains coolly,

"Sooner or later, with or without you, I'm going to take

over your network news show and I figured I might as well

start tonight."

Actually, Hackett, Schumacher, and her office staff are

relegated to pawns or nonentities when she decides how she

wants to program a show. When she approaches Hackett with

the idea of keeping Beale on the air after he spontaneously

editorialized that "life is bullshit," Hackett responded,

"We're talking about putting a manifestly irresponsible man

on national television." Although none of the network
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executives liked the idea, they let her have her way. Max

Schumacher, the only one openly opposing her, is powerless

because of political infighting among the network executives.

When she approached her staff with the format for the

"Mao Tse Tung Hour" (a show centered on the activities of a

terrorist group), a man on her staff disbelievingly asks, "A

series out of what, what are we talking about?" Diana

responds, "Kidnapping heiresses, hijacking 74 7's, bombing

bridges, assassinating ambassadors." Another man counters

with the question, "A series about a bunch of bankrobbing

guerillas?" The series, however, .does go into production,

and Diana conquers her opposition again.

In mythology, Diana of Nemi only uses priests as her

deputies. "Diana is without doubt survival of the time when,

under the matriarchate, the priestess was the agent for the

performance of all religious ceremonies." As Diana of Nemi

was the agent of religious ceremonies, so Diana Christianson

is the agent of the television programs on UBS Network.

Hackett, the network executives, and the men on her office

staff are simply her deputies, carrying out her manipulative

schemes.

An example of Diana's ability to create a new series is

the scene between her and Lorraine Hobbs, Communist Party

leader in Los Angeles. Diana takes her idea and outlines

the series to Ms. Hobbs:
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The series as I see it: each week we open with an
authentic act of- political terrorism taken on the
spot and in the actual moment. Then we go to the
drama behind the opening film footage. That's your
job Ms. Hobbs. You've got to get the Ecumenicals
to bring in that film footage for use. The network
can't deal with them directly. They are, after all,
wanted criminals.

When Ms. Hobbs explains that the Ecumenical Liberation Army

differs philosophically from the Communist party and that

"we would not want to produce a television show celebrating

historically deviational terrorism," Diana ultimately con-

vinces Ms. Hobbs that the persuasive effects of the tele-

vision on the masses would far outweigh any political dif-

ferences that might occur. After more contemplation by

Ms. Hobbs, Diana prods her by saying, "I'll be in L.A.

until Saturday and I'd like to get it rolling." Thus, in

one short segment Diana develops a series, outlines it,

thwarts her opposition, and encourages its speedy develop-

ment.

She nurses this particular creation, "The Mao Tse Tung

Hour," throughout the movie. Its importance to her is under-

scored when she recites the litany of legal problems relat-

ing to the show to Max Schumacher after they have renewed

their affair. During their weekend together she initiates

the discussion when he picks her up at the office and she

kisses him. The monologue is continued when they are eating

at the restaurant, running to their- cottage, undressing in

the bedroom, and even when they are,.,aking love. During
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their lovemaking and during her simultaneous brainstorming

about the series, she articulates the solution:

Let the federal government sue us. We'll take
them to the Supreme Court. We'll be front page
for months. We'll have more prese than Watergate.
All I need is six weeks federal litigation and the
'Mao Tse Tung Hour' can start carrying its own time
slot.

Significantly, she achieves an orgasm at this point in her

recitation. It is as if she has symbolically created her

child, her "Mao Tse Tung Hour." Her idea has finally been

fertilized, and she can, at last, envision it bearing fruit,

maturing, and in her words "carrying its own time slot."

The sexual positioning in this scene is also signifi-

cant. As Neumann explained in The Great Mother:

In far higher degree than is generally realized
even today, the sexual tendencies of individuals are
dependent on unconscious archetypal images. .-.
There are strong indications that the matriarchal or
patriarchal dominance in the unconscious world view
also determines the position of the partners in the
sexual act. Whether, for example, the woman lies
below as earth and the- man above as heaven, or the
reverse, depends on the archetypal conditions of
the culture in question. 3

Since Max lies below Diana, this indicates Diana's dominance

over him not only at this particular point in the movie but

also throughout their relationship.

In addition to the creative and transformative charac-

teristics of the Great Mother exhibited by Diana, other

similarities are also evident.

All lovers of Mother Goddesses have certain features
in common: .they are all youths whose beauty and
loveliness are as striking as' their narcissism. . .
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The only thing we can say about these youths, what-
ever their names may be, is that they please the
amorous goddess by their physical beauty. Apart
from that they are, in contrast to the heroic figures
of mythology, devoid of strength and character, lack-
ing in individuality and initiative.4 .

Diana's lover in the film (other than Max Schumacher who

will be described later in the chapter) fits this descrip-

tion. The young man attempting to make love to Diana when

she was engrossed in the television screen was handsome.

Yet, he was obviously being used by Diana only to satisfy

her physical needs. She made no attempt to converse with

him. The audience does not know his name and he performs

no function in the film except the physical satiation of

the goddess. She discards him effortlessly when something

better comes along as exemplified in the scene when Max

asks what she is doing for dinner, she simply calls this

nameless man and says, "I can't make it tonight, love, call

me tomorrow," and hangs up without any further explanation.

Diana's dominant, manipulative personality and her

sexual behavior indicate masculine tendencies. She admits

this to Max on their first dinner engagement when she ex-

plains, "I apparently have a masculine temperament. I arouse

quickly, consummate prematurely, and can't wait to get my

clothes back on and get out of that bedroom." These mascu-

line attributes are consistent with some of the characteris-

tics of the Great Mother. Neumann noted that "the Terrible

aspect of the Feminine always includes the uroboric snake



69

woman, the woman with the phallus, the unity of child-

bearing and begetting, of life and death." 5

Diana as the Archetypal Temptress

Despite her masculine tendencies, Diana also possesses

features of the alluring seductress. Max Schumacher falls

under the spell of Diana's lures. He initially becomes

involved with her after her attempt to "avoid a network

hassle" by discussing her takeover of the new division.

When he proposes a dinner date, she seductively insinuates,

"I eat anything." Max replies, "Son of a bitch, I get the

feeling I'm being made." Diana admits, "You are." In this

initial date,-Diana labels Max "a middle-aged man reaffirm-

ing his middle-aged manhood." Significantly, when they renew

their relationship they are both leaving Edward George

Ruddy's (president of the UBS systems group) funeral. Jung

termed the burial of the dead "a rendering back to the

mother with the hope of resurrection."6 Max comments that

all of his friends are either dying or having grandchildren.

He is in need of rejuvenation, a rebirth. It would seem

that only the Mother Goddess, Diana, can give him this

rebirth.

Max explains his captivation to her when he admits,

"All I know is I can't get -you -out of my mind." He vocalizes

his feelings more dramatically to his wife when he says, "I

know I'm obsessed with her." Even Diana's scripts (her
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projected scenarios) of their affair cast her in the role

of Archetypal Temptress and Louise Schumacher in the role

of the Good Mother. Max explains to Louise, "All of her

plot outlines have me leaving her and coming back to you

because the audience won't buy a rejection of the happy

American family." Diana tells Max before their final break-

up, "I don't like the way this script of oursis turning out.

It's turning into a seedy little drama. Middle-aged man

leaves wife and family for young, heartless woman."

Max explains to her that he is a man suffering from

primal doubts and that his death is becoming a tangible

reality with the end being closer than the beginning. All

he asks is that she love him. Diana explains, "I don't know

how to do that." Max's behavior then evolves into the

pattern of the mythical hero when he finally conquers the

monster Diana by breaking away from her stranglehold. He

realizes his mental and psychical superiority over her. Her

trivial attacks on his manhood merely amuse him. He refuses

to be destroyed by the terrible nature of Diana. Freeing

himself from her captivating web he becomes individuated

when he says, "Not me. Not as long as I can feel pleasure

and pain and love." Max, therefore, retains his individu-

ality after temporarily being tempted by the Mother.
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Diana as Goddess

Diana's actual position with the network is elevated

to a status of near-goddess at the UBS affiliates convention.

The pre-dinner accolades almost become a deification of

Diana. The president of the network says, "We all know she's

beautiful, we all know she's brainy. Let's show her how we

feel about her." The audience erupts in applause. The

spotlight when Diana takes her place at the dais seems to

add to this adoration of the Great Mother, this "woman behind

the Howard Beale Show," the show which gave new life to the

dying network. The placement of the podium significantly

above the audience forces the affiliates to look up to Diana

in a pose of adulation. Diana motivates the affiliates, the

children of the network, to have confidence in her creations

when she proclaims that next year "We'll have the top five

shows in television." The dynamic delivery of her speech

ignites the audience with enthusiasm and at the same time

solidifies her position as their leader and decision-maker.

Her final exultant stance, arms raised in a victorious posi-

tion, prompts the ritualistic chant of "We're number one!"

Her flowing white dress adds to the mysticism of the moment,

suggesting the attire of an ancientGreek deity.

Television Incarnate (Diana/Television/Network)

as the Terrible Mother

Throughout the movie Diana's power actually stems from

her association with television. In fact, she admits to Max,
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"I seem to be inept at everything except my work. I'm good

at. my work." .Her obsession with television is proved by her

admission, "All I want out of life is a thirty share and a

twenty rating." This insensitive attitude about life causes

the character of Diana to seem inhuman. The character of

Diana and the institution of television seem to be interde-

pendent. Diana and television merge to the point where it is

almost impossible to define the limits of either of these

Terrible-Mothers since their power and even their offspring

are the same. An analysis of the numinosity of the mother

archetype as it expands from the character of Diana to the

broader institution of television is necessary to understand

the full scope of the archetype's power in the film.

Television/Network as the Terrible Mother

Perhaps the significance of the film Network would be

its juxtaposition of the medium of television with feminine

symbols and personifications. Television, in effect, becomes

a modern mother symbol with its offspring being the huge

viewing audience that is so dependent, on its information.

Like- the children of the Great Mother, the viewing audience

relies -on television as a source of information, pleasure,

and entertainment. Television creates, transforms, nurtures,

and destroys its audience. The film Network corroborates

these observations.
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Howard Beale emphasizes the dominance of television

when he says, "You people and 62 million others are listen-

ing right now. Because less than 3% of you read books.

Because less than 15% of you read newspapers." Beale con-

stantly refers to television as "the tube." "The tube" has

spawned an entire generation. Beale observes, "Right now

there is an entire generation that never knew anything that

didn't come out of this tube."

The tube-also serves the dual function of the Great

Mother by becoming both the giver of life as well as the

destructive devourer of its offspring. As Beale aptly ob-

serves, "The tube can make or break presidents, popes, prime

ministers." Like the2rmother archetype-, television is be-

coming universal. Beale remonstrates his audience by saying,

"You people sit there day after day, night after night, all

ages, colors, creeds. We're [television] all you know."

Actually television is, in many American homes, a sur-

rogate mother. Most creatures regard the first thing they

see as their parent. An imitative behavior called imprint-

ing occurs. Before the advent of television, the mother was

usually the prime model for human offspring. That is chang-

ing in our technological society. According to Calvin Hall

and Gardner Lindzey in Theories of Personality, "Individuals

may also be influenced by models presented in more symbolic

forms. Pictorial presentations such as those in movie films

and television, are highly influential sources of models.,"8
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In Network, Beale notes the audience's imitative behav-

ior of the television when he says, "You do whatever the tube

tells you. You dress like the tube, you eat like the tube,

you raise your children like the tube, you even think like

the tube." The television generation has thus become en-

snared, dominated, and driven by the tube.

The network, too, is personified as a woman. After the

initial Bealp threat, a news commentator began his broadcast,

"An unusual thing happened today on one of our sister net-

works." Hackett labels it as a "whorehouse " network. Diana

also extends this prostitution metaphor when she describes

the activities of the news division to Max: "You're right

down on theestreet soliciting audiences like the rest of us.

If you're going to hustle, at least do it right."

Offspring of Diana/Television

Whenever the offspring of network and television become

too individuated, they are sucked back into the clutches of

their -originator. This behavior is consistent with the

Great Mother archetype. When the Great Mother realizes that

her offspring are becoming too independent, she attempts to

reverse the transformative process either by drawing the

offspring back to the womb or by the more violent alternative

which is destruction.

An analysis of the divisions of the network, Lorraine

Hobbs, Howard Beale, and the viewing audience shows that in
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all instances the Terrible Mother destroys her creations in

an attempt to retain her power over them. Max tells Diana,

"Anything that you and the institution of television touch

is destroyed."

The Divisions -of Network

Frank Hackett is the agent of the Terrible Mother of

the network. Even his name is associated with a major death

symbol of the mother--"hacking to pieces."9 He thwarts the

independence-of the separate divisions of network with his

speech to the stockholders. His plan had "the specific in-

tention of making each division more responsive to manage-

ment. . . . In effect, the news division would be reduced

from an independent division to a department accountable to

network." Max describes the devouring nature of Hackett

when he protests the loss of his division's independence to

Ruddy: "I took this job with your personal assurance that

you'd back my autonomy against any encroachment. But ever

since CCA acquired control of UBS systems ten months ago,

Hackett 's been taking over everything." Ruddy responds to

Max by observing that "you sulked off like a child- and

engaged this network in a shocking and disgraceful episode'

by allowing Beale to remain on the air during his "life is

bullshit" tirade.. Because Max (the child) had embarrassed

the network (mother) he was punished by being forced to

resign.
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Lorraine Hobbs

Lorraine Hobbs is a major female character in the film.

Initially, she is a strong leader of the Communist Partywho

resembles Angela Davis, the militant black activist, both

visually and ideologically. The character's idealism,

however, is subjugated to the ensnaring, destructive power

of Diana and television. After Howard Beale's show (which

was the lead-in for her "Mao Tse Tung Hour") began losing

10rating points, she became part of the hysteria, that swept

through the network. Lorraine becomes reduced to a scream-

ing, raving character concerned only about the lost revenue

of her show. She becomes a victim of the Terrible Mother

who, as Jung points out in Symbols of Transformation, "throws

us down, makes us traitors to our ideals and cherished con-

victions--traitors to the selves we thought we were. That

is an unmitigated catastrophe, because it is an unwilling

11
sacrifice."

Howard Beale

Howard Beale is significant because his struggle for

individuation is the main emphasis of the movie. Although

Howard's show is Diana's creation, there is never a scene

in the entire- movie showing Diana and Howard together. This

fact, therefore, strengthens the theory that Howard is being

influenced not only by Diana but by the institution of

television as .well.
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Howard Beale, "the grand old man of news," is searching

for a rebirth in his career. His wife has recently died

before the movie begins and, although he labels his marriage

as "thirty-three years of shrill, shrieking fraud," one won-

ders if he is not searching for a surrogate wife/mother.

Beale, realizing that his life as an esteemed journal-

ist is over, is desperately grasping for something to give

his life renewed meaning. He apparently hears a voice from

the darkness, "a shrill, sybilant faceless voice." Darkness

and the unconscious are both vivid mother symbols since they

represent the state of existence at the beginning of time.

Howard's contact with this voice from the darkness seems to

parallel Jung's description of the descent of the libido in

search of rebirth.

The libido has now sunk to a depth where the danger
is great. There God is near, there man would find
the maternal vessel of rebirth, the seeding place
where he could renew his life. . . . A person sinks
into his childhood memories and vanishes from the
existing world. He finds himself apparently in
deepest darkness, but then has unexpected visions
of a world beyond. The mystery he beholds represents
the stock of primordial images . . . the sum total
of inborn forms peculiar to the instincts. . . .
If this layer is activated by the regressive libido,
there is a possibility of life being renewed, and also
of it being destroyed. Regression carried back to
its logical conclusion meanT a linking back with the
world of natural instincts.' 2

Beale explains this linking with natural instincts, "I feel

connected to all living things--flowers, birds, all the

animals of the world--and even to some great unseen living

force." After Beale "became imbued" with this special
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spirit, his life did undergo a type of rebirth. His show

became the number one show in television and he achieved

much notoriety because of his new label, "The mad prophet

denouncing the hypocrisies of our times ." Yet, when he

departed from Diana's basic plan for the show and started

lashing out at the network in his CCA deal speech (when he

motivated the public to protest against the funding of UBS

by the Arabs), it became apparent that he was too indepen-

dent, his rebirth too successful. His power was becoming

a dangerous adversary to those corporate giants who ran the

network and who were dependent on Saudi money to run their

company.

Arthur Jensen, president of CCA, chided Beale because

he had "meddled with the primal forces of nature and you

must atone." Jensen explained to Beale the world of the

future, emphasizing the total dominance of the mother cor-

poration: "One vast ecumenical holding company. Where all

men will work to serve a common goal. In which all men

will hold a share of our stock. All necessities provided.

All anxieties tranquilized. All boredom amused." Again the

corporation is likened to the uroboric state of the mother

which "gives nourishment and pleasure, protects and warms,

comforts and forgives. It is the refuge of all suffering,

the goal of all desire." At the end of the movie, Jensen

becomes identified -with the voice from the darkness. The

president of the Communications Corporation of America is
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thus linked with the image of darkness, the dark half of

the cosmic egg, the Terrible Mother.

After Howard became transfixed by the corporate philos-

ophy of Arthur Jensen, the president of CCA, and subsequently

began preaching a depressing, dehumanizing portrait of the

human race, the ratings of his show dropped considerably.

As the narrator of the movie explains, "It was a perfectly

admissable argument that Howard Beale advanced in the days

that followed. It was, however, also a very depressing one.

Nobody particularly cared to hear that his life was utterly

valueless."

Consequently, it falls upon Diana to analyze her crea-

tion and pass judgment upon it. In a meeting with the net-

work executives she explains that all the other elements of

the show--Mata Hari and her skeletons in the closet, Sybil

the Soothsayer, and Vox Populi--have developed followings

separate from that of Beale. She concludes, "It is Howard

Beale that is the destructive force here."

After explaining to Jensen that the plunge in the rat-

ings would be unstoppable if Howard Beale remained on the

show, Frank Hackett explained to his staff that Jensen did

not want Beale fired because he felt that he was voicing a

necessary message to the American people. The network presi-

dent says, "I guess we'll have to kill the son of a bitch."

Frank Hackett immediately turns to Diana, the creator of the

show, and says, "I don't suppose you have any .ideas on this
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Diana." Diana promptly proposes an assassination and pro-

vides the method when she suggests, "I can get the Mao Tse

Tung people toikill Beale for us as one of their shows."

Significantly, she -suggests that Beale be killed "right on

camera in the studio." It is as if the place of origination

(this womb) of the show is now trying to suck back its off-

spring into itself and destroy it. Neumann explained that

"the destructive side of the Feminine, the destructive and

deathly womb, appears most frequently in the archetypal forms

14of a mouth bristling with teeth." This-motif, the vagina

dentata, seems to be duplicated in the final scene in

Network because the womb (studio) contains the assassins

(teeth) that will eventually destroy Beale.

Great Round imagery also corroborates the fact that the

studio is both a place of origination and a place of death.

The stage which is round and revolves is also highlighted

by circles of light formed by the spotlights. The zodiac

display behind Sybil the Soothsayer is also circular. The

studio itself is in the round with the audience seated in

arcs around the performance area. The significance of this

particular symbolism is explained by Eric Neumann: "Circle,

sphere, and round are all aspects of the Self-contained."1 5

The characteristic of containment is one of the elements of

the uroboric character of the mother. Neumann expounded on

this point: "The uroboros, traceable in all epochs and cul-

tures . . . is the place of transfiguration and illumination,
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of finality, as well as the place of mythological origin-

ation.FF16

Although the other men are asked their opinion about

the assassination, they remain mute and Diana passes the

final sentence on Beale, "I don't see that we have any

option. Frank, let's kill the son of a bitch."

Mirroring ancient blood sacrifices to the Mother Goddess

the assassination is planned in the studio itself. Neumann

explained, "To the goddess is due the life blood of all

creatures--since it is she who has bestowed it and that is

why the beast must be slaughtered in her temple; that is

why the temple and the slaughterhouse are one." The net-

work studio having become Diana's place of glory (temple)

also becomes the slaughterhouse where she crushes with

startling finality her offspring.

In keeping with the dual uroboric, Great Round charac-

teristic--a place of origination as well as finality--the

assassination of one of Diana's creations brings to life her

next creation--the "Mao Tse Tung Hour." She explains that

the assassination of Howard Beale "will make a helluva

kickoff show for the season. We're facing heavy opposition

from the other networks on Wednesday nights and the "Mao

Tse Tung Hour" could use a sensational opening." Diana's

creation cycle is, therefore, beginning again--"new birth,

hurling it to death,. and over and over again to death."18
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The Viewing Audience

But what of the millions of people that are watching

the tube? Due to the dominance of the twentieth century

Terrible Mothers (corporations such as CCA, the network,

television), both America and democracy are finished. In

Beale's first speech after talking to Arthur Jensen, he

noted that America had once served as a Good Mother, "dedi-

cated to the freedom and flourishing of every individual in

it." Now, however, America and democracy have succumbed to

the terrible mother corporations. He links democracy with

major death symbols of the Terrible Mother: "We know that

democracy is a dying giant--a sick, sick, dying, decaying

giant writhing in its final pain." According to Beale, the

process of individuation has been halted. "Individuals have

been replaced by humanoids--creatures that look human--but

aren't. . . . The whole world's people are becoming mass

produced, programmed, numbered, and censored."

Diana too has become a victim of this de-individualiza-

tion. Max explains that because she is a member of the

television generation, "I'm not sure that she is capable of

any real feelings." Later Max labels her "One of Howard's

humanoids.' Actually, Diana becomes so controlled by tele-

vision that the end of the movie suggests that she too will

be psychologically destroyed by its powers. Thus, television

has become the surrogate mother, the seductress and the

devourer of individuality.
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As all Great Mothers do when their creations become too

independent, Diana and television react violently in order

to preserve their dominance. Television incarnate, while

giving new life in the form of career opportunities to Howard

Beale and national exposure to Lorraine Hobbs, also succeeded

in snuffing out their individuality with Howard finally be-

coming "the mouthpiece for Arthur- Jensen's corporate

cosmology" and Ms. Hobbs losing her Communist idealism to

the materialistic lure of capitalistic television profits.

Max articulates Diana's devastating power in their last

scene together, "If I stay with you I'll be destroyed. Like

Howard Beale was destroyed. Like Lorraine Hobbs was de..

stroyed. Like anything you and the institution of television

touch is destroyed. You're madness,Diana. Virulent madness,

and everything you touch dies with you."

Max continues, "Youre television incarnate, Diana.

Indifferent to suffering, insensitive to joy, all of life is

reduced to the common rubble of banality. War, murder,

death are all the same to you as bottles of beer and the

daily business of life is a corrupt comedy. You even

shatter the sensations of time and space into split seconds,

instant replays." This insensitivity to the reality of life

can best be exemplified by the concluding image of the film--

the screen split into four television screens--one showing a

commercial of "Life" cereal, one showing an airline commer-

cial, and the other two showing the replays of Beale's
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murder. The destruction of Beale by television incarnate

can be capsulized in the final line of the movie: "This

was the story of Howard Beale, the first known instance of

a man who was -killed because he had lousy ratings."

Summary

The archetype of the mother dominates the movie

Network. Symbols of all three spheres--elementary, transfor-

mative, and negative--are present in the movie in the charac-

ter of Diana and in the institution of television. The

offspring of the mothers--Max, Howard, the viewing audience,

the news division--all reach certain stages of the process of

individuation. Only Max, however, has enough power to over-

come the numinosity of the Great Mother. Since the movie ends

with Beale's gloomy forecast for the human race ("bodies

totally unnecessary as human beings and as replaceable as

piston rods") followed by Beale 's assassination, the image of

the Terrible Mother is dominant at the conclusion of the

film. The female characters do seem to be replicas of Good

and Terrible Mothers. Even the minor characters represent

stereotypic females. Numerous females are named during the

news .segments and planning meeting of what will be on the

national news package. Interestingly, the only females

named are terrible., destructive females: Mata Hari (the

famous spy), Sybil the Soothsayer (named after a witch

goddess), Patty Hearst and the fictional Marianne Gifford
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(attempting to destroy the financial establishment) and

Squeaky Fromme and Sarah Jane Moore (attempting to assassin-

ate President Ford). The three men named were all victims

rather than perpetrators--John Lennon, victim of our coun-

try's extradition laws, Hubert Humphrey, victim of the CIA's

probing of personal mail, and Gerald Ford, victim of the

assassination attempts. The scripts of the new shows de-

picted in the film--The New Lawyers, The Amazon Squad, and

the investigative reporter show, either stereotype women or

place them in a negative light.

As Diana herself foresees, "The audience won't buy a

rejection of the happy American family." Max, therefore,

describes how the movie is supposed to end when he says,

"Wayward husband comes to his senses, returns to his wife

with whom he's established a long and sustaining love.

Heartless youngwoman left alone in her arctic desolation."

Diana also personifies Marjorie Rosen's theory (pre-

viously stated in Chapter I): "The woman who chooses career

over family has always been an evil sort, and the Woman

Alone, neurotic."'9  Diana explains, "The simple fact is

Max that you're a family man. You like a home and kids and

that 's beautiful but I am incapable of any such commitment."

This strongwilled female is then depicted in the next scene

planning and ordering the assassination of Howard Beale.

That Max Schumacher thinks she is neurotic is demonstrated

when he warns her, "So I figure a year, maybe two before you
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crack up and jump out of your fourteenth floor office window."

The scene of Diana shaking uncontrollably when she is hold-

ing her coffee cup corroborates Max's suspicions.

Diana Christianson, although this role was supposed to

be a breakthrough for women in films, actually mirrors the

Terrible Mothers depicted throughout mythological and

literary history. In fact, Diana can be likened to the

character Clytemnestra in ancient Greek literature. "Clytem-

nestra . . . is rendered monstrous not only because she

slays the warrior-hero . . . but also because she is strong

and capable . . . almost masculine in her prowess."20

Hollywood endows the strong, capable liberated woman, per-

sonified by Diana Christianson, with masculine attributes.

Because the audience views her as monstrous and evil due

to the primordial images reflected in Network, the character

of Diana ultimately becomes a negative role model for young

women.
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CHAPTER V

ARCHETYPAL ANALYSIS OF LOOKING FOR MR. GOODBAR

Looking for Mr. Goodbar is an important film because it

deals specifically with the actions, emotions, and decisions

of one woman--Theresa Dunne played by Diane Keaton, signi-

fying that this particular filmmaker thought that a woman

could bear the dramatic weight of a production alone. The

plot centers on Theresa's attempt to become her own person

and free herself from the orthodox rules of her family and

their religion. The role is significant because it is a

capsulization of certain modern attitudes toward sex, drugs,

and interpersonal relationships. Major characters in the

film which influence Theresa are. her father (a stereo-

typed. Catholic father who is guilt-ridden because of his

treatment of his crippled sister), James (a welfare worker

who falls in love with Theresa and attempts to persuade her

to conform to the teachings of the Church), Tony (a crude

man with whom Theresa becomes sexually involved), and

Katherine (her older sister who is idolized by the Dunne

family). Theresa Dunne attempts to mesh her career as a

teacher of deaf children with her other life as a frequent

patron of singles' bars. This dual life eventually col-

lapses as her work suffers because of her involvement with

90
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men and drugs. Ultimately, Theresa is murdered by one of

the men she meets in a singles' bar.

Catholic Church as Mother Archetype

The pervading influence throughout the film is the

Catholic Church. The Dunne family's strict adherence to

the rules and attitudes of the Catholic Church force two of

their three children to deviate drastically from the prin-

ciples of the Church. The Catholic Church thus becomes a

Terrible Mother to the Dunne family, imprisoning them in

the confines of its dogma. Jung explained in Symbols of

Transformation:

It is a psychological fact that an archetype can
seize hold of the ego and even compel it to act as
it--the archetype--wills. . . We know that, in
the Catholic Church, this possibility has become an
institution whose psychological efficacy cannot be
doubted. From this intimate relationship there
arises a community of an archetypal order Which
is distinguished from all other communities by the
fact that its aim or purpose is not immanent in
mankind and not directed to utilitarian ends, but is
a transcendent symbol whose nature corresponds to the
peculiarity of the ruling archetype.'

Jung also linked the Church with the mother archetype: "In

the apocryphal Acts of Thomas (2nd century), the Church is

thought of as the Virgin mother-wife of Christ. . . . The

connection of the Church with the mother is beyond all

doubt."

Looking for Mr. Goodbar is a continual contrast between

the ideals expoused by Holy Mother Church and the actual

behavior of Catherine and Theresa. Even in the opening
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images of the film--the black and white series of still

photographs--the cross on the woman's breast hints at this

juxtaposition of religious ideals and sexual adventures.

Significantly, the major events of the movie correspond

with major religious holidays. Christmas, the birth of

Christ, is the time period of Catherine's first abortion.

On New Year's the Church commemorates the Circumcision of

Our Lord and also honors Mary's divine maternity.3 This

holiday is linked to Catherine's marriage to a Jewish man

one year and Theresa's murder the next. Easter, the resur-

rection of Christ and a symbol of rebirth, is linked with

Catherine's return home with her husband and Theresa's

sexual objectification by her English professor, -Martin

Engle .

One of the major differences between the Catholic

Church and its Protestant counterparts is its homage and

near-deification of the Blessed Virgin Mary. This madonna

motif is explained in Armens' Archetypes of the Family in

Literature:

in her [Mary's] archetypal role sof the Madonna
she gives birth to the Bambino, the Son of Light,
who is to save the world from worldliness . She is
not only the vessel of birth but also the vessel of
rebirth, the beauteous that receives the 'heavenly'
dew and effects a spiritual transformation. In
giving birth to Jesus, Mary traditionally gives a
new day, a new birth to humanity.

Deifying their older daughterCatherine as the Church deifies

Mary, the Dunne family. becomesa microcosm of the Catholic
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Church. Her father always takes her side of any controversy,

such as when he accepts her story about the special charter

flight that she must work on during the holidays (when she

is really getting an abortion) and when he does not believe

Theresa spent the night in Catherine's apartment because

Catherine was supposed to be out of town. Theresa echoes

the family's deification of Catherine: "You're perfect.

Perfect hair, perfect teeth, perfect legs. You name it,

you've got it. You've got everything." Catherine, also

recognizes that her family idolizes her: "Ma, Pa, Bridget,

They all think I pee perfume." Later in the movie her father

tells Theresa, "You're not Catherine--not be a long shot."

The Dunne family's blind acceptance of the Church's

principles becomes evident when Theresa recounts for her

teacher Martin Engle -her ordeal after her spinal operation,

"They prayed a lot. It was God's will, they said,." Mrs.

Dunne, the mother of the family, is relegated to being the

mouthpiece for the Church's teachings. One of her first

statements was, "No divorce for us," when she was referring

to Catherine's first marriage to Dennis. This forces

Catherine to lie about her relationship in order to get an

annulment to appease the family. The mother's judgment

about .Aunt Maureen's suicide--when she unsympathetically

says, "God rest her soul and forgive her," echoes the atti-

tude of the Church toward suicide--that it is a mortal sin

and the soul will be damned forever. Other rules employed
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by the house associated with the Catholic upbringing--

reverence for the family, strict attitudes toward marriage

("Without a Church wedding, they're living in sin"), and

dominant religious orientation--force the attempt to break

free by Catherine and Theresa.

The first shot of Catherine on the stairway seen from

the waist down in black lace underwear gives the audience

an indication that she is a counterpart of the Archetypal

Temptress. Indeed, her first conversation with Theresa

shows that she had "been living with a man, well, actually

two men--one in Chicago and one in New York." She becomes

associated with direct opposition to the Church when she

announces plans for her abortion., During this conversation

there is a shot of two madonnas on the dresser in the back-

ground contrasted with Catherine's reflection. Catherine

is the antithesis of the madonna when she calls Theresa on

New Year's Day after her abortion. While Theresa is talk-

ing, the camera picks up the votive lights in honor of the

Virgin Mary. As the movie progresses, so do Catherine's

deviations from the moral traditions of the Church. She

participates in an orgy when the mates switch partners, has

a second abortion, and becomes dependent on drugs, liquor,

and pills. She finally explains to Theresa: "I woke up in

a room full of naked asses and mine was one of them. I

guess that's all I've ever been, just another piece of ass."
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The names of the three Dunne daughters, following the

Catholic tradition of being named after patron saints, also

show the contrast between the saints and their namesakes.

Catherine, whether named for Catherine of Sienna or Catherine

of Alexandria (both virgins)--represents the negative

madonna or harlot. Theresa is also a direct opposition to

her patron St. Theresa who "died in the odor of sanctity."5

Theresa Dunne dies violently after she has inadvertently

taunted a young homosexual about his sexual inadequacy.

Only Bridget, being the fertility symbol in Goodbar, resem-

bles St. Bridget, who had eight children. She alone remains

in the fold--happy about being a mother and pregnant with

"number two on the way." Bridget, therefore, is the only

daughter who personifies the Madonna theme being "a charac-

ter who links the centuries and endlessly rocks the cradle--

the cradle of humanity, of womanhood, of woman's greatest

and-most dignifying function, reproduction."7

Because the focal point of the movie is Theresa's

process of individuation, the archetypal analysis will

delineate how themother archetype influences Theresa's

behavior, the process of her individuation, and her rela-

tionships with the other major characters in the movie.

Theresa's Behavior as Influenced by the Mother Archetype

Theresa's dual personality is influenced by the duality

of the mother archetype of the Catholic Church. On the one
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hand, the Church represents a helpful, loving, giving force,

positively influencing its members. .On the other hand, the

Church represents a powerful entity concerned primarily with

its own authority. Those resisting its authority are

thwarted. The Church thus lows the cycle of the mother

archetype that creates, nurtures, and transforms its off-

spring only to overpower them once they begin to desire

independence.

Some of Theresa's activities mirror those of the Good

Mother archetype associated with the Catholic religion.

Theresa appears to be a brilliant, creative, serious student

dedicated to her career as a teacher. When asked why she

chose the teaching profession, she honestly responds, "I

like kids." Catherine labels Theresa her Rock of Gibraltar,

rocks being associated with the chthonic (earth) mother.

Catherine explains her dependence on Theresa, "We all need

somebody that won't blame us."

In the next scene Theresa is shown watching a slide

show about teaching deaf children which shows several females

exhibiting the comforting, helpful, maternal qualities.

Another maternal activity, that of donating, was exhibited

by Theresa's donation to the Salvation Army which had a

woman collector.

Theresa exhibits many good mother characteristics in

her role as teacher of deaf children. She exhibits sym-

pathy and helpfulness.. She encourages the transformation



97

or improvement of her students by offering nurturance,

warmth,. and even intellectual rebirth for the little black

girl Amy. She is shown practicing sign language at the

breakfast table and in the bathroom before the mirror.

On her first day at class her presentation is characterized

by many positive reinforcements for the children such as an

attempt to individualize attention to her students by

explaining that "every name has a special meaning." Also

she tells them they are "deaf, not dumb. Dumb means stupid.

You are all very bright students."

Perhaps Theresa's greatest accomplishment as a teacher

can be seen in the progress that she made with Amy. Ini-

tially, Amy is shy because she cannot afford a hearing aid

and is isolated from the world. Theresa, however, givesher

special attention and much positive reinforcement when Amy

runs back in and writes her name. Theresa exclaims, "Won-

derful Amy! I love you too,," and kisses her on the forehead.

She finally motivates Amy to talk and coerces James, the

welfare agent, to find funding for a hearing aid for her.

The importance of Theresa's work Was underscored by her

teacher: "If those children are going to learn to read, to

write, to understand, maybe even to speak you're their only

real hope. If you can teach a deaf child, you have touched

God."

While Theresa does react to the good mother qualities

of the Church, she also responds to her urge to free herself
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from the limitations of its precepts. This reaction to the

entwining element of the Church results in Theresa exhibit-

ing many characteristics of the seducer, the temptress.

In her essay written in Professor Engle's class her

lust is set against a religious background. She wrote:

"The last time I went to confession I was fifteen. Th

booth was dark and hot." Even in her subconscious, it is

obvious that religion and sex are linked as she symbolically

compares the confessional booth with the vagina. She con-

tinues: "Of the seven deadly sins, I was guilty of three.

Envy and lust were my sister's fault. I envied her beauty

and lusted for her boyfriends." Martin Engle, on the first

scene in his office, labeled her the Dragon Lady filled with

envy and lust. This label is significant because the dragon

is one of the major terrible mother symbols. As Jung

observed:

In a 14th century copy of the gospels, at Bruges,
there is a miniature which shows the woman, beauti-
ful as the mother of God, standing with the lower
half of her body in a dragon. In this primordial
image of the woman on the dragon we recognize the
mother of every hellish horror.9

This dragon image is also important because it "represents

the negative mother-imago and thus expresses resistance to

incest, or fear of it. Dragon [is] . . . symbolic represen-

tation of the fear of the consequences of breaking the taboo

10and regressing to incest." The fear of incest will become
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important as James and Tony subconsciously link her with

their mothers.

Significantly, the characteristics of Theresa as the

representative of the Catholic Church and as the rebel

attempting to free herself from her psychological bondage

are depicted in interwoven scenes so there is no gradual

change showing her entire psyche being dominated by one or

the other. She simultaneously possesses the characteristics

of both and, as Catherine's friend aptly observed,is "Saint

Theresa by day and Swingin' Terry by night.' From her

initial relationship with Engle she is a virgin and after

intercourse he proclaims her "a fallen woman." Another

scene shows Theresa doing bust exerdises in the mirror with

the madonna sitting on the dresser, again emphasizing the

dominance of religious symbols in her life. When Engle

calls her to arrange a meeting, the painting of the madonna

is behind her as she is getting the details. In the follow-

ing scene Theresa undergoes the feeling of objectification

by Engle. After they have intercourse she queries, "I won-

der why is it that after we make love we never talk, or

touch, or anything." He responds, "I just can't stand a

woman's company right after I've fucked her." As she runs

down the stairway to the subway, there is a direct symbolic

confrontation between the Good and Terrible Mothers when

Theresa--the woman who has just been "fucked" comes face

to face with a nun--a representative of the Catholic Church.
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As they stare at each other, it seems that each recognizes

what the other is and Theresa, too shocked and ashamed to

enter, lets the train pass by. Another simultaneous occur-

rence of both the Good and Terrible Mothers is when, after

Engle has stopped the affair, she is practicing sign lan-

guage in the mirror. The motions on her chest cause her to

remember her affair with Engle and she flashes back to one

of their love scenes.

After Theresa begins teaching school, the film dramat-

ically shifts between her night life and her day life. On

the first day of school she has her hair clasped back and

exhibits a teacher image'. As soon as she kisses Amy on the

forehead the scene shifts to Theresa walking in front of. the

bars. Her costume and hairstyle have shifted drastically

and the music "Back Stabbers" is heard in the background.

The marquees read "Nude Dancers! Live on Stage! Girls on

Revue!" As she walks past she smiles at the dancers. She

looks at two prostitutes hustling customers. When they look

at her, she feels she is one of them and laughs at the

thought. Immediately, the focus shifts to Theresa playing

the piano for her students and riding a seesaw with Amy.

Her hair is in a bun. She works with a little boy in the

mirror with the word "Multiply." Again the "Back Stabbers"

music comes up, her hair is loose, and she is shown at a

bar drinking wine and reading The Godfather, the story of

another Catholic family bound to the traditions of the Church
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but deviating from its moral precepts. She encounters Tony

who informs her, "You are passing up the best fuck of your

life." As she is about to take him up on it, he leaves with

another woman. The "Back Stabber" music comes up and the

scene shifts to Theresa saying, "Amy, here's some cookies

for you."

Theresa's concern for her students, as demonstrated

by her visit to Amy's ghetto home in an attempt to get a

hearing aid for the child is symbolically shattered when

she visits her gynecologist and says, "I just want to make

sure of one thing--no kids--permanently."

This dual motif is accented even in the words that the

deaf children learn. One little boy keeps saying, "punch,

punch, punch." Theresa says, "less punch, more help, help,

help." Another boy says fuck. When Theresa says not to say

that word, he says that love wouldn't move the balloon.

Thus., even in the lessons to the students the confrontation

between violence and helpfulness, between love and raw sex

is present.

Theresa becomes the temptress for James as well. She

says, "I want you here, right here" (indicating the bed).

Then she taunts, "Or maybe you don't like women." James

responds, "Shut up, You don't like to hurt people so why

do you do it?" Another confrontation between religious

symbolism and sexual reality is when Theresa is leading the

Christmas carols. On the lines "Round yon virgin, mother
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and child" she looks out the window and sees Tony who is

about to blackmail her for being a "barhopping slut--

pillpopper--cokehead."

Perhaps the most precise comment about Theresa's char-

acter was made by James and Theresa. James said, "You are

charming, intelligent, affectionate, sensual. You are the

ideal . . ." and Theresa concluded, "Bitch!"

Theresa's Process of Individuation

Theresa is the offspring of the powerful mother arche-

type of the Catholic Church. The film is a pictorial repre-

sentation of her attempts to release herself from the entwin-

ing dogmas of Holy Mother Church. As Jung explained in

Symbols of Transformation:

The most important relationship of childhood, the
relation to the mother, will be compensated by the
mother archetype as soon as the detachment from the
childhood state is indicated. One such successful
interpretation has been, for instance, Mother
Church, but once this form begins to show signs
of age and decay a new interpretation becomes
inevitable .11

The initial scene of Theresa on the subway in her

studious attire depicts her bumping into her future image--

a hustler. Her first disenchantment with the Church ritual

is associated with fear when she wrote in her English paper,

"I was afraid to confess, afraid not to. I felt no contri-

tion, not even shame. I still felt the same lust." At this

point she has her first fantasy when she daydreams that she

and Professor Engle are embracing right after class. This
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tendency to lapse into fantasy, as she does throughout the

movie, is consistent with the offspring of the mother arche-

type: "When a person remains bound to the mother, the life

he ought to have lived runs away in the form of conscious

and unconscious fantasies, which in the case of a woman are

generally attributed to some hero-figure, or are acted out

by him."12

The next hint of her misunderstanding of the Church is

when she tells Engle about her spinal operation. As she

flashes back to her humiliating experience of being in the

living room where everyone could watch, day and night, the

crucifix was in the background. When Theresa came back to

reality, she said confusedly, "I never did understand what

terrible thing I'd done to make God so angry." As she said

these lines, her hand was on a crucifix on the wall. Her

first major break from the moral standards of the Church was

when she lost her virginity to Engle.

During their affair, Theresa was out Christmas shop-

ping and she stares in a store window past her reflection

at a revolving Christmas tree. This segment of the movie

is replete with mandala symbolism. The initial symbol is

similar to the Golden Flower that Jung described in his

essay "The Secret of the Golden Flower" in Psyche and

Smbol. "The.plant is frequently a structure in brilliant

fiery colors growing out of a bed of darkness, and carrying

the blossom ofIlight at the top, a symbol similar to that of
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a Christmas tree." 1 3  The camera focuses on a round ornament

which becomes transformed to a spotlight which captures

Theresa in graceful choreography. Engle verbalizes the

mandala symbolism when he says, "superb, perfection." The

symbolism is continued when the camera focuses on her gold

medal, which then dissolves to the original circular glass

ornament and the revolving tree. The revolving of the

Christmas tree, the ornament, and the dancer are all sig-

nificant of another facet of mandala symbolism.

Psychologically, this circulation would be the
"turning in a circle around oneself," whereby,
obviously all sides of the personality become in-
volved. The poles of light and darkness are made
to rotate, that is, day and night alternate. Thus
the circular movement also has the moral signifi-
cance of activating all the light and dark forces
of human nature, and with them, all the psychoLog-
ical opposition of whatever kind they may be.11

This sequence emphasizes Theresa's psychical dilemma and

focuses on the light/dark' day/night motif that was hinted

at by the black and white series of still photos at the

beginning of the movie and continues until the final image

of the movie.

After Engle rejects Theresa she undergoes a destruc-

tive fantasy in which Engle runs her down in his car. The

accent in this fantasy is on the body with the doctor say-

ing, "Congratulations, your daughter has a beautiful body,"

and her father in the background mumbling, "My mother had

four. All boys, all perfect." The doctor kisses her

breast. Neumann explained, "The breast motif involves the
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symbolism of milk and cow. The Goddess as cow, ruling over

the food-giving herd, is one of the earliest historical

objects of worship."15 The accent on the nurturant attri-

bute of the female is halted when the doctor says, "She's

only two months pregnant." This statement shocks Theresa

back into reality and suggests her rejection of the basic

feminine function and the basic emphasis of a Catholic woman

--childbearing.

Theresa visits Catherine's apartment and proceeds on

her -deviation from the mores of the Catholic Church. She

smokes marijuana. From her expression it looks like it is

the first time she has tried it. Her expressions watching

the home pornographic films are even more revealing. She

nonverbally exhibits a mixture of distaste and curiosity.

Following the party she wakes up and searches through the

beer cans. She has a bad taste in her mouth and she notices

the mobile of nudes. When she opens the bedroom door she

sees nude bodies. A wedding ring is glowing mockingly in

the darkness among the couples who have switched partners.

Again a sacrament of the Church is degraded by Catherine and

her crowd.

The next scene is significant because it shows Theresa

breaking away physically from her family by moving out. Her

father, irate at Theresa not calling and informing them of

her whereabouts says, "As long as you live in this house you

live by the rules." Theresa responds, "If I can't live here
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by your rules, and I can't, it's time I went." Her father

disbelievingly asks, "Went! Went where? With who? On

what?" Theresa says, "Alone --my place, my money, my rules.

I can't stay here and be myself." Her father angrily says,

"Your almighty self is it? Well, if it wasn't yourself,

just what the4 hell have you been around here?" Theresa

answers-, "What you wanted me to be!" As she leaves, her

father prophetically shouts, "You'll never make it alone."

This scene resembles other emanicipations described by

Nietzche included in Symbols of Transformation:

We must suppose that a mind in which the ideal of
the "free spirit" can grow to maturity and perfec-
tion has had its decisive crisis in some great act
of emancipation, and that before it was a spirit
bound and apparently chained forever to its corner
and pillar. . . . 'Better to die than live here,"
says the imperious voice of temptation; and this
"here," this "at home," is all that the soul has
hitherto loved: A sudden horror and mistrust of
what it loved, a flash of contempt for its so-called
"duty," a rebellious, willful, volcanically impell-
ing desire for travel, strangeness, estrangement,
coldness, a disillusion, glaciation; a hatred of
love, perhaps a sacrilegious grasp and glance
backwards to everything it had worshipped and
loved till then, perhaps a blush of shame over what
it has just done and at the same time an exultation
over having done it, an intoxicating, inner thrill
of joy which signalizes victory--victory over what?
over whom? an enigmatic, doubtful, questioning
victory, but the first victory nonetheless. Of such
evil and painful things is the great emancipation
composed. It is like a disease that can easily
destroy the man, this first eruption of strength
and will to self-determination."16

Theresa moves into the same apartment building as

Catherine. Her apartment eventually symbolizes her life.

It is clean and empty when she first moves in. Gradually



107

it becomes filled with symbols of her new life style: "a

bed big enough for everything," the nude mobile, and pills

and drugs. It becomes dirty and infested with roaches. The

instances when James washes the dishes and when she washes,

her refrigerator at the end of the movie symbolize a return

to a semblance of her original life style.

Theresa has undergone a continual battle of isolation,

perhaps resulting from her being in a cast for a year when

she was a child. The scenes when she is babysitting for

her nephew on New Year's Eve and when the classmates are hav-

ing a party on the last day of class are examples of this.

During the party a toast is made "To Joe and Sylvia--married

this afternoon." The crowd gathers around them offering

congratulations. Theresa's expression changes noticeably.

It is a look of isolation, of not being a part. She leaves

during the congratulations of the other students to the

couple. Perhaps the most obvious isolation scene.is during

Theresa's first night in the apartment. She has achieved

her independence, but she is alone. The song playing in the

background describes her as she gets into bed by herself,

gropes for a pillow, and puts it between her legs:

Free and easy kind of lady
And the books she reads are good
Let me be me kind of lady
And she's doing what she should
But she's lonely.

Nietche regarded this isolation with oneself as a danger:

"Solitude surrounds and encircles him [the emancipated
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person] evermore threatening, ever, more constricting, ever

more heart-strangling, that terrible goddess."1 7

When she takes James home for dinner she feels herself

slipping back into the clutches of the family and the Church.

Her father (in his Notre, Dame letter jacket) said of James:

"I didn't know he was Catholic. He studied for the priest-

hood,. He gave it up when his father died to support his

sickly mother. They all live in the same house--a family."

Thus James becomes a symbol of the Catholic Church. Theresa

says, "If he had gone to Notre Dame, he could have been

canonized." She told James, "I hate cooking, I hate base-

ball, basketball, and especially Notre Dame football."

The next scene is her second encounter with Tony. Estab-

lishing her sexual independence, she invites him to a party

which turns out to be "here--right here" (in bed). He pro-

duces a psychedelic knife which resembles the pramantha, the

118
fire stick, which represents the phallus or man. Again the

day/night motif surfaces when she tells Tony he cannot stay

overnight because "Come daylight--work!" Tony comments on

her dual life., "A teacher of little kids cruising crummy bars!"

James finally accompanies Theresa to one of her favor-

ite bars. Again a contradictory religious symbol is pres-

ent in the coccaine pusher named Jesus. The film then shows

the people at the disco dancing in front of the mirrors.

James explains the disco fascination: "You get to be on TV.

Be in the mirror. Be the star. That's why everybody goes
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there. Everybody gets to be somebody." Theresa explains

her feelings: "It makes me feel good. . . . You drink and

you dance and none of that awful small talk. It makes for

a hell of a time." This fascination with the dance is also

explained by Jung:

The regression of libido makes the ritual act of
treading out the dance-step seem like a repetition
of the infantile kicking. The latter is associated
with the mother and with pleasurable sensations,
and recapitulates a movement that was already prac-
ticed inside the womb. The foot and the treading
movement are invested with a phallic significance,
or with that re-entry into the womb, so that the
rhythm of the dance transports the dancer into an
unconscious state . "19

When she returns to her apartment she and Tony get high

on coccaine. This accent on drugs and the stupor that

follows is associated with the reduction of consciousness

20or return to the feminine state of unconsciousness. As

Theresa explains, "Everybody's taking something or they'd

never make it till morning."

Her father, in the hospital because of a tumor, becomes

the next object of a fantasy replete with religious sym-

bolism. She sees the church with "Missa Pro Defunctis,"

the Mass for the Dead, being sung in the background. The

camera then focuses on the cross and a death knell sounds.

The family is in mourning around her father's coffin.

Theresa bends down to kiss him and he opens his eyes and

laughs. The extremes presented in this "laughing death"

are in the very nature of the Terrible Mother.2 1
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Even when a man tries to take advantage of her, Theresa

breaks away and re-establishes her independence. When Tony

came. back to live with her until he could "get somethin'

goin'," she shouted, "Get this into one of your two heads.

The only one that can think. I am my own girl. I belong

to me. Now get out of here."

James gives her a Christmas present, a strobe light,

which extends the light/dark imagery that has been present

throughout the movie. When she asked him, "What made you

think of this?" he said, "You. Light and dark. On and off.

Now I see you, now I don't." Again, he demands her to be

tied to him ("to hang on to me, it's got to be me and only

me")--and James symbolizes all of which she is struggling

to be free.

Her father explains his disgust over her quest for

individuation: "Free to this and free to that. Free to

leave your family. Free to leave the Church. Free love.

Free to abort your own kids. Free to go to hell." During

this scene, however, her father also becomes honest with

himself and admits to the truth about Aunt Maureen and about

Theresa's illness. He asks, "How do you get free of the

terrible truth?" She leaves the house as her father is

crying.

Apparently this emotional scene causes Theresa to take

stock of her own life. It is New Year's Eve--a rebirth be-

cause her father admitted his hypocrisy. Theresa cleans her
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refrigerator and admits to the bartender, "It's my last

night cruising bars. Well, when your night life interferes

with your day life." She is ending her quest for individua-

tion. As Neumann explained: "Helplessness, pain, stupor,

sickness, distress, loneliness, nakedness, emptiness, can

therefore be the forerunners of inspiration and vision and

so manifest themselves as stations on a road leading through

danger to salvation, through extinction of death to rebirth

and new birth."22 Theresa had experienced all of the above

but she was not to live to experience complete individuation.

Theresa's Relationships as Influenced
by the Mother Archetype

Because Theresa reacts to both the Good and Terrible

Mother Archetype of the Catholic Church, her relationships

with others are inconsistent. She encourages her students,

but neglects them after a long night out. She consoles

James, but simultaneously rebukes chim. She invites Tony to

share the physical part of her life when she needs him but

discards him when he needs her. Theresa's students, James,

Tony, and the man who eventually murders her all experience

the shunning of Theresa's affection and unconsciously asso-

ciate this with the mother archetype. Neumann explained:

"There are situations in which the role .of the archetype

Feminine is more actively negative. Then it uses the

withdrawal of love as-an instrument of power."2 3
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All of her offspring react violently to this withdrawal

of love. When she gets to school late after her first

experience with coccaine, the students were banging on the

piano,, scraping their fingernails on the board, and wrecking

the room. They had written, "You don't care" on the board

and had drawn a skull beside it.

Another example of Theresa's withdrawal of love is the

scene when she and James are discussing his mother. He says:

My mother drank. She doesn't drink any more. I was
twelve years old. One night I heard my mother laugh-
ing. My mother had a beautiful laugh. The bedroom
door was open. She was lying on the bed--naked--
except for her black garter belt. Father was standing
over her. She was teasing him. Saying, "What's the
matter big boy, can't you get it up?" My father hit
her. But my mother just kept on laughing. There was
blood all over the bed and blood all over my mother.
My father walked right past me. He went down the
stairs and out the door.

James, too, is a confused offspring of the Church. Because

of this experience with his mother, he seems to spend most

of his energy at establishing a relationship with a mother

figure. First, he attempted to become a priest, possibly

seeing the Church as a substitute mother. Then he falls in

love with Theresa, seeing her also as a mirror image of his

mother. Theresa gives him a comforting kiss after he fin-

ishes his story. Inadvertently she reenacts the scene he

just described when she ridicules the condom he was planning

on using. She exhorts him to "Go ahead, go ahead, hit me,

fight back, break something." He reacts less violently than

his father and simply gives a maniacal laugh and tells her
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that the story about his mother and father had never really

happened. Subconsciously James seems to be attempting to

get his mother (in the form of Theresa) to repent. He calls

her again and says, "I've just come from Church. You know

whenever I have a problem I go to Church." This reliance

on rituals also is associated with the mother. Jung ex-

plained:

Whenever a critical situation arises, the mechanism
of introversion is made to function artificially by
means of ritual actions which bring about a spirit-
ual preparation, e.g., magical ceremonies, sacri-
fices, invocations, prayers, and suchlike. The aim
of these ritual actions is to direct the libido
towards the unconscious and compel it to introvert.
If the libido connects with the unconscious, it is
as though it were connecting with the mother, and
this raises the incest-taboo. . . . Since the son
is not conscious of his incest tendency, it is pro-
jected upon the mother or her symbol.2 4

Thus, when James relies on the ritual of the mass to solve

his problems, he is unconsciously becoming connected to the

mother archetype and in his case the mother as seducer or

temptress.

Although Tony attempts to impress Theresa by his know-

ledge of sex and drugs, he is surprised at the inconsistency

of Theresa. After he finds out that she is a teacher he

says, "No wonder our country is all screwed up." Tony

experiences Theresa's rejection when she tells him he can-

not live with her after he has returned from Florida. He

also correlates Theresa with his mother: "You and my mother

--the two biggest cunts in the world." He hits her in the
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mouth. Theresa explains to Catherine: "He was only trying

to hurt his mother." Catherine says: "I don't get it.

What have you got to do with his mother?" Tony then attempts

to blackmail her. It seems that both James and Tony subcon-

sciously visualize Theresa as their respective mothers.

When she fails to measure up to their expectations, they

become violent.

On New Year's Eve, the final rejection of James and

all that he symbolizes occurs as seen through a convex

mirror in a bar. Theresa latches on to another man who,

unknown to her, is an ex-convict and a homosexual. This

man goes with her to her apartment. He cannot make love

to her. She consoles him by saying, "Hey, maybe it's me.

Whatever--it's not your fault. It happens." He says,

"Goddamn women. All yougotta do is lay there.. A guy's

gotta do all the work." She laughs and rejects him: "Some

other time. I'll call a taxi." Then she makes her fatal

mistake when she says, "What are you trying to prove?" This

sends him into a frenzy. The strobe light is knocked on and

through the final sequence it is blinking. He finally

screams, "This is what you want, right?" The simultaneous

plunging action of the rape and his climax and the plunging

of the knife (destroying life) finalize this movie of con-

trasting images. In this scene, the typical elements of a

libido myth are present: "original bisexuality, immortality

(invulnerability) through entry into the mother, resurrection
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. . and production of fertility. . . .25 The ability of

this man to climax only after the life was ebbing from

Theresa is similar to the passage in Odysseus' journey to

Hades where he meets his mother: "As my mother spoke, there

came to me .out of the confusion in my heart the one desire,

to embrace her spirit, dead though she was." 2 6

The final image of the film is of the strobe light

flicking on and off with a circle of light surrounding

Theresa's blank-stare grimace. This light/dark imagery is

connected with the Good Mother/Terrible Mother archetype.

Neumann explained the symbolism connected with light imagery:

This release from the darkness to the light charac-
terizes the way of life and also the way of con-
sciousness. This is one of the reasons for the
archetypal connection between growth symbolism and
consciousness--while earth, night, darkness, and
unconscious belong together, in opposition to light
and consciousness. In as far as the Feminine releases
what is contained in it to life and light, it is the
Great and Good Mother of all life.2 7

Conversely, Neumann explained that darkness also symbolizes

the mother:

The dark half of the black-and-white cosmic egg rep-
resenting the Archetypal Feminine engenders the
terrible figure that manifests the black, abysmal
side of life and the human psyche . . . death and
destruction, danger and distress . . . hunger and
nakedness appear as helplessness in the presence
of the Dark and Terrible Mother.2 8

Thus this concluding image captures symbolically the

character of Theresa--the light representing the teacher of

deaf children, the darkness representing her seductive ways

and her death.
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Summary

The images of the elementary, transformative, and nega-

tive characters are present throughout Looking for Mr.

Goodbar. The protagonist, Theresa Dunne, does not seem to

feel protected by the Catholic Church, her mother, or James

--all of which represent the mother archetype. The Church

has provided all of her spiritual guidance prior to the

point when the movie begins. Theresa does disassociate her-

self from her family and James and the precepts and moral

codes of the Church. She renews this separation throughout

the movie, the last such split occurring in the final bar

scene when she rejects James. The "mother" attempts to

reclaim her offspring when her mother slips a Bible into her

purse and when James attempts to become engaged. The moral

attitudes and rituals of the Church are constantly flooding

her conscious and unconscious psyche. The protagonist

undergoes death before she achieves complete individuation.

The image of darkness, the Terrible Mother, is dominant with

the Terrible Mother being the Catholic Church and its strict

moral codes. Since Theresa has attempted to break away from

the Church, she must be punished or else the archetype would

lose its power. As Kevin Gough-Yates noted in his study of

film heroines: "Happiness it seems cannot come to the woman

who will not recognize her social function . . . she must

respond to the primary aims of society by suppressing her

sexual drives and her need for love so that society will not
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be obliged to change its pattern."29 Theresa seems to be

"the heroine who does not, or cannot, accept the standard

code of behavior. She must be punished for it." 3 0

Describing the final image of any film focusing on negative

women, Gough-Yates noted: "The code governing Bitch stories

is rigid and demands that the last reel brings justice--in

the form of retribution or remorse. The heroine must go to

prison, die, or realize the error of her ways."3 1

This analysis of Goodbar has detailed how the presence

of the mother archetype has significantly affected the plot

of the film because the central action of the film is

Theresa's process of individuation, her quest for indepen-

dence from the Catholic Church. The relationships of Theresa

to her family, her students, and her men are affected by the

mother archetype. The character of Theresa has expanded

beyond archetypal limitations because she has been influ-

enced by both the Good Mother and the Terrible Mother char-

acteristics of the Catholic Church. If this was supposed

to be a landmark film for women, however, the outcome crushes

what the film itself proclaims as "the decade of the dames."

It leaves the audience with the feeling that her lifestyle

led to her demise and makes her father's prophesy come

true--"You'll never make it alone!"
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CHAPTER VI

CONCLUSION

The analysis of the archetype of the Great Mother in

the three films, Exorcist II: The Heretic, Network, and

Looking for Mr. Goodbar, corroborates Jung's belief that the

mother archetype "appears under an almost infinite variety

of aspects."

Symbols associated with the mother archetype were

present in the three movies. The labyrinth and the devour-

ing locust and leopard represented the Terrible Mother in

The Heretic. Light/dark imagery was depicted by the voice

of darkness representing the- terrible mother corporation in

Network and the light/dark imagery in Looking for Mr.

Goodbar representing Theresa's association with both the

Good and Terrible Mother archetype. Great Round symbolism

was present in the assassination scene in the network

studio in Network, the final scene of The Heretic when

Regan and Kukumo mark off their territory with a circular

motion, and the scene when Theresa Dunne sees the Christmas

tree, ornament, and dancer's medal in Goodbar. The dragon,

a symbol of the Terrible Mother, was linked to Theresa by

her first lover, Martin Engle.

120
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After recognizing and analyzing the symbols of the

mother archetype, the second stage of the analysis, the

phase determining the dynamism of the archetype, was accom-

plished. This thesis has established the existence and power

of the mother archetype in affecting the plot, the relation-

ships between the characters, and the psyches of the char-

acters.

Activities associated with the mother were major plot

elements of the three movies. The elementary function of

creation was exhibited by Diana as she created the new

television show, her offspring. The protective instinct

was exhibited by Dr. Tuskind when she attempts to shield

Regan from possible danger. Healing, comforting, and donat-

ing were associated with Dr".Tuskind as she administers to

her patients and with Theresa Dunne as well when she in-

structs her students. The transformative function of

improvement can be seen in Diana (who attempts to improve

the ratings of her shows), Dr. Tuskind (who attempts to

improve the physical and psychical state of her patients),

and of Theresa (who attempts to improve the situation of

the deaf child Amy). Theresa Dunne is linked with fantasiz-

ing, dancing, and loss of consciousness--activities consis-

tent with the offspring of the mother archetype. The

activities of the Terrible Mother (suffocating and destroy-

ing the offspring) are prevalent in the three movies.

Pazuzu attempts to destroy Regan and Lamont. Diana and
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television destroy Lorraine Hobbs, Howard Beale, and "any-

thing that [they] touch." The Catholic Church destroys the

Dunne f amily.

.The relationships of the characters in the movies are

also affected by the mother archetype. Dr. Tuskind and

Theresa Dunne, exhibiting good mother characteristics, treat

their patients and students accordingly. Diana Christianson

and Theresa Dunne, displaying archetypal temptress charac-

teristics, lure men with their wiles only to cast them

aside after their usefulness has diminished. The Dunne

family, smothered by the Catholic Church, disintegrates be-

cause of its inability to cope with the restrictions placed

on personal freedoms by the Terrible Mother.

Jung's process of individuation is closely associated

with the activities of the protagonists of the three movies.

This process shows them attempting to establish their inde-

pendence and overcome the numinosity of their respective

Terrible Mothers. Father Lamont and Regan, attempting to

free themselves from psychological dependence on Pazuzu,

eventually overpower the Terrible Mother. Max Schumacher,

though temporarily under the power of Diana, breaks free

from her hold and retains his individuality. Howard Beale,

however, becomes a sacrifice to the Mother Goddess as he

succumbed to the influence of Arthur Jensen (representing

the terrible mother corporation). Beale lacked the power or

the initiative to overcome the numinosity of the Terrible
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Mother. Following archetypal precedent, Beale was destroyed

by his creators, Diana and television. Theresa Dunne is

also thwarted during her quest for individuation. She

seeks independence from the mother archetype, the Catholic

Church. Her character actually becomes the victim of cen-

turies of archetypal myths. She did not follow the pre-

scribed behavior pattern for children of the Catholic Church.

Subsequently, she was forced to undergo the typical fate of

the too independent offspring--destruction.

It has become evident that the mother archetype is not

simply associated with characters in films but often with an

encompassing institution such as television, corporations,

and the Catholic Church. The characters that exhibit

maternal qualities are not confined to a specific age or a

specific sex as exemplified by the young male Kukumo in

The Heretic who represents the Good Mother.

Since the existence of the archetype and its power have

een determined, another area of analysis is the effect of

the mother archetype on the image of women in the three

films. The films analyzed in this thesis are three examples

of what Joan Mellon of the New York Times termed "the

2
plethora of films about women." All three films follow

the current trend of "the return of the working woman to the

screen"3 with Faye Dunaway's Diana as a network programming

executive, Louise Fletcher's Dr. Tuskind as a psychiatrist,

and Diane Keaton's Theresa as -a teacher of deaf children.
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Mellon pointed out, however, "A number of current, woman-

centered films cope with the rebellion of women against

traditional roles only to support the status quo by dis-

covering that the new styles of life are painful and des-

tructive, thus reinforcing the conventional by negative

4example." This observation is particularly applicable to

the characters of Diana Christianson and Theresa Dunne. Both

characters are Archetypal Temptresses and both undergo the

stereotypic outcome of bitch stories with Diana realizing

too late that she cares for Max Schumacher and Theresa dying

as a result of her sexual promiscuity. The character of

Diana, who should be the object of emulation since she has

succeeded in a male-dominated business, is so endowed with

terrible mother characteristics that she becomes an object

of revulsion. The character of Theresa Dunne, as observed

by Mellon, is "a clinical object, data for a class study

of the perils visited upon the woman who is denied the

'normal' joys of life--childbearing and a home."5

Perhaps it is inherent in the numinosity of the arche-

type that a character must be categorized as either a Good

Mother or a Terrible Mother without being able to draw from

the positive characteristics of each. When the archetype

is associated with a character that has predominantly good

mother qualities, the character seems to be uninteresting,

overly protective, and relegated to a secondary role in the

movie as was Dr. Tuskind in The Heretic. When the archetype
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is associated with a character that has predominantly terri-

ble mother characteristics the character is portrayed as

the devouring, destructive woman who either antagonizes her

co-workers and is a person to be feared rather than admired

(as Diana in Network) or who meets an untimely end (as

Theresa in Looking for Mr. Goodbar). This archetypal limi-

tation which polarizes the characters into stereotypes of

the Great Mother could be the premise for a future study.

The Archetype as an Element of
the Communication Process

This thesis has analyzed the archetype as a message

property of the communication process. Other studies deal-

ing with the mother archetype in narrative films could use

the questions in the modes of inquiry section in Chapter I

as a focal point to determine the dominance of the archetype

in the particular film studied. To fully ascertain the power

of the archetype on communication, other studies analyzing

different facets of the process--the archetype as affecting

the sender and the receiver--seem to be appropriate. The

power of the archetype also should be recognized in other

areas of communication.

Those communicators who recognize and make use of the

power of archetypes in their messages seem to have a decisive

advantage regarding message impact because, as Jung observed,

"Whoever speaks in primordial images speaks with a thousand

voices.",6
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