
  BOOKS BY THE AUTHOR

  Authored Books

  The Psychoanalysis of Symptoms

  Dictionary of Psychopathology

  Group Psychotherapy and Personality: Intersecting Structures

  Sleep Disorders: Insomnia and Narcolepsy

  The 4 Steps to Peace of Mind: The Simple Effective Way to Cure Our Emotional Symptoms. (Romanian edition, 2008; Japanese edition, 2011)

  Love Is Not Enough: What It Takes to Make It Work

  Haggadah: A Passover Seder for the Rest of Us

  Greedy, Cowardly, and Weak: Hollywood’s Jewish Stereotypes

  Hollywood Movies on the Couch: A Psychoanalyst Examines 15 Famous Films

  Personality: How it Forms

  The Discovery of God: A Psycho / Evolutionary Perspective

  The Making of Ghosts (A Novel)

  Co-authored Books

  (with Anthony Burry, Ph.D.)

  Psychopathology and Differential Diagnosis: A Primer

  Volume 1: History of Psychopathology

  Volume 2: Diagnostic Primer

  Handbook of Psychodiagnostic Testing: Analysis of Personality in the Psychological Report. 1st edition; 1981; 2nd edition, 1991; 3rd edition; 1997; 4th edition, 2007. (Japanese edition, 2011).

  Edited Books

  Group Cohesion: Theoretical and Clinical Perspectives

  The Nightmare: Psychological and Biological Foundations

  Co-edited Books

  (with Robert Plutchik, Ph.D.)

  Emotion: Theory, Research, and Experience

  Volume 1: Theories of Emotion

  Volume 2: Emotions in Early Development

  Volume 3: Biological Foundations of Emotion

  Volume 4: The Measurement of Emotion Volume

  5: Emotion, Psychopathology, and Psychotherapy


  Chapter 1

  

  

  

  THE CONVERSATION

  (Released, 1974)

  Co-producer: Fred Roos

  Associate producer: Mona Skager

  Original Music by David Shire

  Written, Produced, and Directed by

  Francis Ford Coppola

  


  
    
    
    
      	Main Cast
      	
    

    
      	Gene Hackman
      	Harry Caul
    

    
      	John Cazale
      	Stan
    

    
      	Allen Garfield
      	William P. ‘Bernie’ Moran
    

    
      	Frederic Forrest
      	Mark
    

    
      	Cindy Williams
      	Ann
    

    
      	Terri Garr
      	Amy Fredericks
    

    
      	Harrison Ford
      	Martin Stett
    

    
      	Elizabeth MacRae
      	Meredith
    

    
      	Michael Higgins
      	Paul
    

    
      	Phoebe Alexander
      	Lurleen


    

  

  
    
    
    
      	Sample Supporting Cast
      	
    

    
      	Robert Duvall
      	The Director
    

    
      	Mark Wheeler
      	Receptionist
    

    
      	Robert Shields
      	Mime
    

    
      	Gian-Carlo Coppola
      	Boy in church
    

    
      	Al Nalbandian
      	Salesman at Surveillance Convention
    

    
      	Billy Dee Williams
      	Man in Yellow Hat
    

  

  Introduction

  It’s the 1970’s, an era of privacy concerns, and post-Kennedy conspiracy theories that people can feel in their bones. It’s just about the time of post-Watergate and all the eavesdropping and double-dealing delinquencies, and flat-out illegalities of the Nixon years. Fitting right into the time and theme of paranoia, we get Coppola’s The Conversation, a surveillance-genre film in a category pre and post The Conversation that includes: Michelangelo Antonioni’s Blow Up; Tony Scott’s Enemy of the State; The Bourne films of Doug Liman / Paul Greengrass; Brian De Palma’s Blow Out ; Irwin Winkler’s The Net ; and, even Hitchcock’s Rear Window.

  The Issue of Privacy

  The issue is privacy violation: a power discrepancy between those who spy on you for advantage, and who therefore have the power, and those who are the targets of such vigilante behavior and who because of it, can be essentially rendered helpless, powerless. From a strictly psychoanalytic point of view it also relates to voyeurism and its compulsively urgent impulse — stalking! This is stalking behavior designed to invade your privacy in order to capture you nakedly complicit; it’s an insidious assault on one’s inviolability.

  Coppola gives us Harry Caul (played by Gene Hackman), the ace of aces in surveillance — especially in the gadgeteer’s world of the most exotic electronic audio surveillance techniques available. As much as he’s the world’s expert in insinuating himself through the boundaries of anyone a client hires him to snoop on, he’s equally adept at not permitting anyone or anything to ever violate his own personal boundary. No one gets to Harry Caul. He’s not attached to anyone — no family, no particular cultural sub-group, no favorite baseball team, nothing like that. He’s not controlled by any obligation to person or agency and he is certain that he absolutely must insulate himself from any potential violation that is always and relentlessly, he believes, coming toward him.

  Harry knows better than anyone — the world is wired!

  Harry’s growth-arc becomes a vivid contrast between how it all begins — a man doing his job without regard to implications or consequences (as Harry proclaims “I don’t care what they’re talking about, all I want is a nice fat recording”) — and how it ends, as a man struggling with his conscience, his very being, in order to be able to do the right thing, and at the same time, possibly save himself.

  The Main Story

  The DVD describes the story this way:

  
    “. . . [a] provoking mystery-drama explores the morality of privacy as Harry Caul, expert surveillance man . . . [in] . . . a routine wire-tapping job . . . [finds that it] . . . turns into a modern nightmare as Harry hears something disturbing in his recording of a young couple in a park. He begins to worry about what the tape may be used for, and becomes involved in a maze of secrecy and murder. . . .”

  

  Gotcha

  In what appears to be a case of simple marital infidelity, a high-powered corporate executive called “The President” (played by Robert Duvall) retains Harry to gather information about a suspected affair between his wife, Ann (played by Cindy Williams), and her presumed lover, Mark (played by Frederic Forrest). The information is to be contained in audio recordings of conversations as well as in candid photos.

  It’s lunch time in Union Square Park in San Francisco, crowded with people and activity. In the middle of it all, Harry is shadowing the couple by walking aimlessly among the crowd. Of course he is wired. He also has several confederates working with him. One is also walking along in the crowd well fitted with a listening device, while another is on a rooftop pointing an audio-rifle at the couple — a powerful audio gizmo that can pick up conversations even from a football field away — and still another is on a high floor in a commercial building at an open window with a radar antenna. Along with this, the mother ship is a panel truck parked nearby and manned by Harry’s assistant, Stan (played by John Cazale). This panel truck is the hub of it all and is completely stacked with all sorts of recording equipment. The truck is also fitted with one-way viewing windows so that those inside the truck can see outside but if looking into the window from outside, one will only be looking into a mirror.

  “I can see you but you can’t see me,” and “I can hear you, but you can’t hear me,” is the essential message and symbolic meaning of that entire particular gorgeously arranged and directed opening scene. There is even a mime in the park in white-face and costume walking around aping the expressive demeanor of people — symbolic commentary on the entire ‘shadowing’ surveillance theme. When Harry visits his client’s, opulent office, set on the floor directly in full view, in the middle of the office, rests a powerful telescope pointed at the window and beyond. Harry naturally squints into it; Why not? It’s simply a reflexive example of what he does — the nature of his voyeuristic stalking reflex.

  On the surface, the story is generally about the electronic surveillance industry where they ‘gotcha,’ or where they’re ‘gonna getcha;’ about how the power of technology can be used to support the power of one group over another. Specifically, it’s about how Harry Caul uses this technology to separate himself from the world in the absence of any ethical or moral measure. It’s a world of communication made through remote connections, through remote transmissions. Consistent with his distant and cold need for privacy, Harry has a girlfriend, Amy (played by Terri Garr), who he keeps in an apartment that he pays for. Not surprisingly, she doesn’t know where Harry lives, nor does she have his phone number. In fact he denies that he even has a phone. Of course, we know better.

  Harry is known throughout the surveillance industry as top gun. Everyone wants his services but Harry doesn’t work for anyone else and therefore is not compelled to do anyone’s bidding. He is an independent contractor who keeps professional and clients’ secrets from his employees, even from Stan. Harry’s suspiciousness and guardedness is obviously, world class. Harry Caul lives alone in an apartment building. At one time he lived in New York City, but while on a surveillance job in the city, his snooping contributed to the death of three people. Harry claims it was inadvertent that his material caused those deaths and he has continued to try to convince himself that it was all indirect; that is, that there was no through-line from his work to the deadly deeds. He says it wasn’t his fault, but we see that from time to time, it does in fact intrude into his consciousness, and it bothers him. His residual nagging thought is why anything about his work should continue to bother him.

  So, even on a quasi-conscious level it got him, as in ‘gotcha.’

  Harry’s apartment door has several locks installed, and an alarm goes off when the door opens. His apartment is nondescript — neutral as can be; neutral as he himself wants to be, and is. After all, in his shadowing of others, he needs to be a face in the crowd — no one. At one point he arrives home and finds that without his permission his landlady had entered his apartment. Harry is perplexed and — alarmed! It’s incredible to him that she had actually gained entry to his apartment. What?! It’s Harry’s birthday and somehow she knew it? In other words, he’s obsessed, and struck with the idea that someone gained access to him without his permission. This of course, is an invasion of his boundary, a profound violation that he cannot tolerate. In a tone that is moderate and yet direct, he telephones the landlady and in no uncertain terms tells her that entering his apartment is ‘verboten.’

  So, here we have it. Even his super, super-vigilance, wasn’t super enough, wasn’t fool-proof; apparently it didn’t help seal his privacy. And this access his landlady had to his ‘interior’ is something that surely went against his grain, it constituted a quintessential breach of his core concern.

  ‘Gotcha!’

  Could this violation of his inviolability be a foreshadowing of things yet to come?

  Harry May Not Be As Impermeable As He Thinks

  Harry gradually pieces together all of the conversations his audio equipment picked up. His equipment is designed to screen out background noise and to do all sorts of fantastic pirouettes in order to actually hear conversation that would ordinarily be impossible to hear because of such background din, static, and so forth. But Harry can do it — can he ever — and in piecing it altogether, it dawns on him that a murder is being planned, presumably by his client (or, who knows?). Since Harry is suspicious about everything, then even the audience doesn’t know who might be planning the murder (if indeed a murder is in fact being planned), or who might be the victim (assuming there even is a victim).

  The story then takes us through all sorts of twists and turns. Harry attends a surveillance convention and is approached by people he knows, and by people who claim to know him though he doesn’t recognize them. He meets a callgirl who accompanies him to a party at his own audio shop. The so-called attraction this woman has for Harry lets her slip successfully under his guard, under his protective radar. They go to bed, and while Harry is sleeping, she steals the tapes.

  Unbeknownst to him, Harry has already been taped by another surveillance specialist, the east coast top-gun in the business, Bernie Moran (played by Allen Garfield). This, along with how he was deceived by the woman who stole his tapes, and by his landlady gaining access to his apartment, comprises three instances where Harry Caul was bested because implicitly, and against his will, his privacy was breached.

  ‘Gotcha!’

  Harry begins to feel that he’s no longer impenetrable. Apparently, he cannot prevent this migration of foreign elements into his soul, into his heart of hearts. Some of this foreign stuff is viral, and out to do him in. But other of this foreign stuff is per chance a new-found conscience and newly cohering (but not yet fully cohered) self. And because it might be new, it’s also not completely comfortable. To top it off, it must be confusing to him to have two disparate foreign or new elements inundating him simultaneously. And both elements feel dangerous because one can tangibly hurt him physically (those now monitoring him), while the other (a conscience) can threaten the psychological defenses of his personality that he’s spent a lifetime building — that intangible stuff.

  Before he began to gestate this conscience, Harry would always answer “No” to any request for togetherness: to wit, his former girlfriend’s request for togetherness, or as another example, when Bernie Moran asks him to join in a partnership and without skipping a beat Harry directly says: “I don’t need anyone!”

  But, we may ask: What about the possible new Harry Caul? Does he not need anyone?

  Harry Caul on the Couch

  In psychological terms, Harry is an encapsulated paranoid character who is not psychotic but rather is entirely radiated with a personality-paranoia characterized by suspicious and guarded behavior patterns, as well as reacting with a somewhat schizoid inclination (feeling and remaining distant from others). And in this entirely independent, autonomous and pro-phylactic precautionary state, Harry Caul starts his journey in a solo role; in a sense he is starting at the zero point — alone.

  Thus, the challenge Coppola sets for Harry concerns choices: 1) he can stay at that zero point throughout the story; 2) he can become contaminated (decline further) which would give him some extent of a minus zero score; or, 3) he can begin to gradually feel feelings (even some empathy), so that he can begin to gain a moral ascendancy which would put him into some extent of a zero plus score.

  Harry does have a gradual upsurge of conscience regarding his job and what it entails; how gathering information in a so-called subliminal fashion can profoundly negatively affect the object of the investigation — that is to say, negatively affect the person being investigated. He even tries confession at church where he attempts to cleanse himself of the refuse that this emerging new probing conscience wants expelled from his soul.

  Harry’s growth can be seen because his paranoia that was a constant lurking presence of suspicion and distrust, and that fortified his schizoid aloof and distant stance, is now being challenged by an existential confrontation with this newly, yet tentatively probing conscience.

  Harry Caul — A Solo Performer

  As a solo performer, Harry’s is a story of a person with inner demons and how they impact his relationship with himself. It is the factor that places this story in the category of Solos. In the past Harry’s general paranoia, and more specifically, his guardedness, wouldn’t let anything in. His defense was geared to seeing everything wrong ‘out there,’ and nothing wrong within. He is now apparently plagued with the sense that the reason everything would always be wrong in the world and nothing wrong with him was that he was unconsciously and monumentally worried that really, everything was wrong with him — within. Therefore, before this growing moral metamorphosis of his materialized, Harry’s former typical, automatic, reflexive and unconscious decision was always to detach from feelings about the world and remain cloistered — remain alone.

  Harry’s Growth-Arc

  It’s all coming together: Harry Caul’s personality, designed to be separate and isolated, along with his conscience-free applied work that existed in the absence of assessing the merits of the job of surveillance, has now entered a black hole out of which these schizoid / paranoid character patterns of his can no longer freely escape into his personality as they once did. These character patterns may no longer be able to control him. So, rather than getting pinned to the ground by the gravity of such character patterns, he has now possibly gained the ascendancy and is possibly on top of them — just possibly.

  It happened gradually as Harry began lowering his guard. Then things began to change. His girlfriend left him, the other woman got close to him and poof, the tapes were gone. And at the same time that these were anxiety producing events, they were also portents of the birth of an ongoing underlying positive process.

  Harry had never trusted human nature because he understood it his way, idiosyncratically. This meant that he could act in the absence of respect for the inviolability of others. All those locks on his apartment door were protection because of his belief that people might want to invade his privacy, invade his membrane. However, the reverse was actually closer to the truth; it was Harry’s own desire to invade the privacy of others. This kind of paranoia can be expressed as an aphorism: “If you spot it, you got it.” This means that nefarious motives he attributed to others (which is why he needed separation from them) is in reality the reverse; it’s really his own nefarious motives toward others that he kept repressed and out of his awareness. It was his very own passion and virtuosity of snooping and surveillance that was the psychological defense mechanism known as ‘projection’ — you attribute something to the outside that is really about you — and therefore it’s not that your basic intention is to snoop on them; rather, it’s your absolute belief that it’s their intention to snoop on you!

  But now, part of his growth arc is this advent of a new psychological orientation — one that possibly could mean that Harry, paradoxically, is now more alone than ever. This is so because, despite his new membership in the human race, he has lost the only person he ever really knew — himself.

  Now, Harry Caul has to find a new “me.”

  The Raincoat

  Let’s go back a step or two. You see, throughout the movie Harry wears a transparent plastic raincoat even though wearing it has nothing whatsoever to do with rain. What is that all about? It’s a prop in the movie that has been also noticed by others. Peter Cowie, in his book on Coppola, titled Coppola, says the raincoat represents the amniotic shroud that shields the newborn. As it turns out, this transparent raincoat is another genius Coppola symbol that captures Harry’s key personality organization.

  Let’s start out with a bang! That transparent raincoat is a condom. It says, “I won’t touch anyone, and no one can touch me.” It means, “I will not have a relationship!” It’s Harry’s consistent display of a symbol exemplifying his isolation. The raincoat represents his refusal to let anything touch him — meaning permanent relationships. It’s really an equivalent germ-phobia; that he must prevent all germs (people with nefarious motives toward him) from achieving their goal. And it is precisely this goal that Harry understands all too well because it is exactly what he’s always aiming for in the getting-to-others that he does for a living.

  In addition, to augment Peter Cowie’s take on the raincoat, the surname Caul is defined as a covering; that is, it’s the inner fetal membrane of higher vertebrates especially when covering the head at birth — the operative phrase being “covering the head.”

  Back on the case, Harry’s expertise leads him to conclude that a murder actually took place. The perpetrators of the actual killing know that Harry has figured out what happened, and he is warned in a telephone call that they’re listening to him. The tables have turned and now Harry Caul is the object of control by those whose power, like his lies, in — surveillance. He feels he’s in danger because of it, and consequently feels somewhat helpless. Harry knows that now ‘they’ have the power.

  In a frenzy, Harry tears his apartment to pieces (including prying up the floor boards and shredding the wallpaper off the walls). The entire demolished apartment looks like part of a derelict ramshackle building. He’s trying, in vain, to find the listening devices. In the process he takes his religious icon figurine, one of only two prized possessions, and smashes it to smithereens thinking that it may be holding a bug. Nothing inside! It’s another symbol of Harry’s penumbra — how he’s now living on the edge of a shadow.

  Next, the raincoat is gone. He’s no longer covered by it. He’s now feeling covered by an inverted condition; that is, now he’s the one being shadowed, watched, listened in on — controlled.

  Harry is left sitting on a chair playing his saxophone. The saxophone is all that is left of him, because in dismantling and essentially wrecking the apartment he was also deconstructing himself in order to try to rescue himself. But he never checks the saxophone (his only remaining self-reference) as possibly housing some sort of listening device because it would be akin to actually suspecting himself.

  We finally see Harry in a stunning final scene that is as staggering as the opening scene of the movie was beautiful. He is playing a lonely saxophone in a wasteland. At the end, raincoat or not, the message is that the struggle between being alone and not being alone is a never-ending one, and, stripped of his raincoat, his shield from the world, he’s now a different person. He starts out on this new phase of his life, alone, in a deconstructed apartment — a symbol of who he was, or is.

  With respect to Harry’s emotional life, the gradually accelerating development of his conscience apparently did not lead to a descent into madness. Rather, more hopefully, it looks as though if Harry can reassemble himself and say goodbye to his deconstructed apartment (self), then at last he will have gained that hoped-for ascendancy.

  So, the moral of the story is that in order to find yourself it looks as though you need to relinquish those trusty, life-long defenses on which you always depended.

  C’mon Harry, we’re rootn’ for ya.

  P.S. From a contemporary perspective, this film may seem dated; surveillance is of course now more sophisticated than it was three to four decades ago. Yet the story is as compelling today as it was when initially released in 1974; that is to say that it doesn’t matter how Big Brother is watching; he is watching!


  Chapter 2

  

  

  

  THE DAY OF THE JACKAL

  (Released, 1973)

  From the novel, The Day of the Jackal, by Frederick Forsyth

  Screenplay by Kenneth Ross

  Produced by John Woolf

  Co-produced by David Deutsch / Julien Derode

  Original Music by Georges Delerue

  Directed by Fred Zinnemann

  


  
    
    
    
      	Main Cast
      	
    

    
      	Edward Fox
      	The Jackal
    

    
      	Terence Alexander
      	Lloyd
    

    
      	Michel Auclair
      	Colonel Rolland
    

    
      	Alan Badel
      	The Minister
    

    
      	Tony Britton
      	Inspector Thomas
    

    
      	Denis Carey
      	Casson
    

    
      	Adrien Cayla-Legrand
      	The President
    

    
      	Cyril Cusack
      	The Gunsmith
    

    
      	Maurice Denham
      	General Colbert
    

    
      	Vernon Dobtcheff
      	The Interrogator
    

    
      	Jacques Francois
      	Pascal
    

    
      	Olga Georges-Picot
      	Denise
    

    
      	Raymond Gerome
      	Flavigny
    

    
      	Barrie Ingham
      	St. Clair
    

    
      	Derek Jacobi
      	Caron
    

    
      	Michael Lonsdale
      	Lebel
    

    
      	Jean Martin
      	Wolenski
    

    
      	Ronald Pickup
      	The Forger
    

    
      	Eric Porter
      	Colonel Rodin
    

    
      	Delphine Seyrig
      	Madame Colette de Montpellier
    

    
      	Donald Sinden
      	Mallinson


    

  

  
    
    
    
      	Sample Supporting Cast
      	
    

    
      	Anton Rodgers
      	Bernard
    

    
      	Jean Sorel
      	Bastien-Thiry
    

    
      	David Swift
      	Montclair
    

    
      	Timothy West
      	Berthier
    

    
      	Philippe Leotard
      	Gendarme
    

    
      	Edward Hardwicke
      	Charles Calthrop
    

  

  Introduction

  An assassin for hire is notorious for his cold-blooded pursuit of his prey and goes about it with impunity because no one knows him. He changes his persona, his name, his very essence, in order to gracefully and with stealth, move in and out of circumstances and situations enabling him ultimately, and with impartiality, to marshal his skills to kill his prey. This is the story of such a predator with no conscience and with very bad intentions. He is paid handsomely because he is hired only for the highest-visibility assassinations that carry the most tantalizingly dangerous risks — in this case, the assassination of Charles de Gaulle, the President of France.

  The Jackal takes it all in stride. He is part of the world only in its virtual state. He’s here, and not here; it’s the capstone of anonymity — of his invisibility.

  The Main Story

  The DVD describes the story this way:

  
    “. . . The Day of the Jackal tells of a cold, suave British assassin hired by the French OAS to kill General Charles de Gaulle. Nameless and faceless, the killer, known by the code name of Jackal relentlessly moves toward the date with death that would rock the world. The tension mounts as the methodical preparations of the Jackal are paralleled with the efforts of the police to uncover the plot. . .”

  

  It’s 1963. The OAS (Organisation Armee Secrete, or, Organization of the Secret Army), the French underground’s extreme right-wing nationalist militant organization, is violently protesting President Charles de Gaulle’s support for Algeria’s self-determination. The leadership of the OAS decided that the only way to stop this self-determination process underway for Algeria was to assassinate de Gaulle.

  President de Gaulle’s iconic stature that had emerged from the Second World War (he became the foremost emblem of resistance to the Nazis), meant that his support of the Algerian self-determination referendum was obviously going to carry the day. This would deprive France and the French population in Algeria from ever again controlling Algeria proper, the very thought anathema to the OAS.

  Bastein-Thiry (played by Jean Sorel), is the OAS leader who, in concert with his compatriots, decides to retain a professional assassin to take out de Gaulle. Of several candidates, they decide on one who has a stellar resume as a contract killer and who has successfully plied his trade the world over. The OAS needs him because an earlier attempt on de Gaulle’s life failed. To Bastein-Thiry’s chagrin, although de Gaulle’s car was riddled with bullets, he miraculously escaped unharmed. After the failed attempt, the remaining OAS leadership fled France and located themselves in a small Italian village.

  Enter, The Jackal (played by Edward Fox).

  The Jackal answers the OAS’ invitation and visits this nest of extremists. He demands high payment for the job, which in turn creates the need for the OAS to plan a series of bank robberies in order to raise the money to pay him. The Jackal insists that no further contact with him will be permitted; they can only reach him with a phone number in Paris, and only by his Jackal name.

  Expertise

  Quickly, the Jackal gets to work. He is conscientious, and focused in a particularly single-minded way. He obviously knows what he’s doing and one gets the feeling that this is experience exemplified. He is making every preparation necessary to successfully assassinate de Gaulle. And he’s not afraid to do it. He wants to do it. He needs to do it. It’s personal. Apparently, every such job is personal to him.

  The Jackal goes about gathering his resources. He retains a gunsmith (played by Cyril Cusack) to construct an originally configured abridged rifle-like weapon with a telescopic sight. The weapon is designed to be assembled part by part so that each part can fit within the other, and then be inserted into elongated hollow cylinders. Once constructed, the Jackal will weld these cylinders onto the undercarriage of his automobile. Thus, should his vehicle be searched when he crosses any border, the weapon would not be discovered.

  In addition, he acquires and assembles passports and forged papers, and assumes various facial disguises. He dyes his hair and selects the identities of people who have long ago died, or of individuals whose passports he has stolen. He soon has pictures of himself as an old man, a young man, and as he currently appears. All of it enables the Jackal to have as many options as possible, so that the probability of success in the pursuit of his goal is sky-high.

  Throughout the process of preparing for the assassination, he is calm and collected and moves about with precision, in an accelerated manner, and with great élan. This is a man doing a job who doesn’t at all understand the meaning of procrastination. He doesn’t leave a stone unturned. He hits the books, doing library research and fieldwork, visiting a graveyard to identify the name, birth and death dates of the person he might impersonate. He is the perfect definition of goal-orientation and he spends time working on his anonymity. It’s his job, his profession.

  Isn’t it that we are what we do and not who or what we think we are?

  The Counterforce

  The parallel action taking place includes a French authority structure galvanized to track him down. The most experienced of the Paris police force is called in. He is Claude Lebel (played by Michael Lonsdale). He doesn’t look the part but he is really a first rate painstaking tracker who analyzes the smallest detail. The best at his job, Lebel is as logical and clever the Jackal — perhaps, even more so.

  In a swift, clever maneuver, the French secret service captures one of the OAS couriers and tortures him. It is he who whispers the name “Jackal.”

  Talk about clever? The Jackal avoids hotels where he may be traced. He manages to endear himself to a beautiful married woman, Madame Colette de Montpellier (played by Delphine Seyrig), who he meets at a mountain lodge. He sleeps with her, finds out where she lives, and drives to her grand country estate. She is worried about his unexpected visit because Lebel had already driven to Madame Colette’s estate and informed her of the police interest in the Jackal.

  Apparently attracted to the Jackal, she confides in him and confesses that Lebel had informed her that he was a dangerous person. The Jackal, all cold and calculating, quietly strangles her. In an effort to avoid the police, he takes refuge at a Turkish bath house where no one would think to look for him. There, he picks up a homosexual man who invites the Jackal home. Now he has a roof over his head and is able to remain anonymous. However, when his face appears on television as a suspect in the murder of Madame de Montpellier, his host sees it. Of course, the Jackal must also kill him — and does.

  Meanwhile, Inspector Lebel has begun to accumulate evidence of the Jackal’s change of aliases. He further discovers that there is a leak of information aiding the Jackal and his OAS clients. Using phone taps, Lebel traces the leak to the Interior Minister’s cabinet. This minister, while not guilty of collaboration with the enemy, is being controlled by a seductive woman who is a functionary of the OAS, and to whom he had revealed information of the ongoing Jackal saga.

  Thus, the Jackal has now been informed by the OAS that he’s been ‘outed.’ Fearing capture, the OAS decides to scrap the assassination plan altogether. The Jackal continues to elude the police and manages to slip out of several mishaps. Not knowing or especially caring that the plan has been aborted, the Jackal pursues his mission. That’s who he is. He kills! With stealth! That’s exactly what he needs to do.

  He then drives to an intersection with one sign indicating a way out of France, and another indicating the way to Paris. Despite the presumed cancellation of the assassination, he decides to take the road to Paris. He’s going to do what he does best! Again, he will pursue the goal of assassinating de Gaulle and he will do it on ‘Liberation Day.’ In fact, it’s the idea of ‘Liberation Day’ that enables Lebel to sense the Jackal’s plan.

  Liberation Day

  The entire area around the square where de Gaulle will honor the veterans of the resistance to the Nazis is monitored by scores of police, sharpshooters, and various other police personnel. All suspicious looking characters will be stopped. Crowds of people have now jammed the entire square.

  The Jackal has infiltrated this chaos by disguising himself as an elderly man walking on crutches. His ankle is tied to the back of his thigh, covered by his trouser, so that he appears to be one-legged. With several medals pinned to his jacket, he appears to be a veteran of the war. He moves toward the building he spotted when he had done his reconnaissance. The top floor apartment of this building overlooks the square. It gives him a perfect trajectory toward where de Gaulle will be standing. He has already overheard that the occupant of that particular apartment is away. He is stopped by a gendarme (played by Philippe Leotard), who checks his papers, and then allows the Jackal to pass and enter the building.

  He proceeds to kill the landlady, and immediately climbs the steps to the top floor. He opens the door and quickly begins to arrange the furniture so that he will be able to place his elbow on a hard stable surface, as he aims his rifle with the telescopic-sight, directly at de Gaulle’s head.

  The Jackal is ready.

  Lebel comes across the same gendarme and realizes that it was probably the Jackal who the gendarme allowed to pass. They both rush to the Jackal’s building and run up the stairs.

  In the meantime, the Jackal fires his first shot. As he does, de Gaulle leans forward to kiss the first recipient of a medal and the Jackal’s shot, right on target, continues on its trajectory and hits the ground. The Jackal is about to reload when the gendarme’s machine gun blasts open the door and the two men rush into the room. The Jackal shoots the gendarme. Lebel goes for the gendarme’s machine gun at the same time that the Jackal is reloading. They’re about to shoot at each other but Lebel beats him to it. The Jackal is blasted completely off his feet across the room, hitting the far wall.

  At the end of the film we see the Jackal in a casket being buried. Even in death no one knows who he was.

  The Dying of the Light

  The theme of anonymity resonates because it touches on the existential question of who we are in a vast universe that seemingly doesn’t know us. We ask ourselves: ‘What importance do I, as an individual, actually have considering that the universe is seemingly infinite?’ Although we are not anonymous to those around us we are, in fact, aware that time will evolve into an endless horizon so that ultimately, each of us is entirely unknown unto eternity.

  In other words, we ask, does any of it matter?

  It is in that moment of haze when thinking about the vast universe and our minute place in it, we must jolt ourselves out of such reverie, tear ourselves away from contemplating ultimate nothingness, and return to our real lives — where we function, and think, and feel, and care, and do the best we can — and join the human race.

  In the face of this existential horror, we
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