Conclusions

The mystical gaze is at once integral to Peter Weir and more generally
significant for theories of the gaze. Whether or not others take mysti-
cism seriously, Peter Weir does. The discovery of the artefact in
Tunisia, the day-dream in which he felt confirmed as a film-maker,
the dialogue he had with the ghosts at Gallipoli—these three recorded
encounters shaped Weir’s life, his professional choices and his aware-
ness. Along with these experiences there is his lament for the lack of
‘wonder’ in Western society that he says religion used to provide. Weir
has explicitly said that he sees his task as filling this gap. ‘I think a
sense of wonder is really what I attempt to create.”! Furthermore he
has spoken about the ongoing influence that the theories of Carl Jung
have had on him and his film-making.?

In my analysis of Weir’s work I have taken both points of refer-
ence, mysticism and Jung, as seriously as he does. I have argued that
it is by neither accident, nor the hyperbole of journalistic flair that
has led writers to speak of Weir’s work as mystical. By using such lan-
guage—and whether they realise it or not—critics and scholars have
provided a rich but untheorised insight in what Weir has achieved in
his films. Through a careful analysis of the narrative, we can see that
he has elicited from the spectator a mystical gaze.



The mystical gaze is constructed through mystical intertextu-
ality, where Weir writes or reworks material which has mystery at its
core—not just human mysteries with a neat solution at the end, but
rather metaphysical mysteries about this world in relation to other
unseen worlds, forces and powers that call forth heroic and loving
action, of an altogether different dimension to the everyday. Entry
points into this other spiritual world occur in Weir’s narratives via
intertextual references, quotations, metonyms and allusions to
archetypal mythologies and symbols, religious memory, allegorical
commentary and a celebration of nature.

The mystical gaze is also constructed through one, or a combi-
nation, of looks. There is a participatory, empathetic identification,
where the spectator grows to care for the hero who is invested with
shamanic characteristics, like Miranda and Book, or is a saviour
figure like Archy. The spectator identifies with the hero or heroine’s
search, which is primarily spiritual or played out within a mystical
context.

Then, at critical points within the film, the spectator is reposi-
tioned and granted an omniscient look, which enables him or her
access to a greater spiritual insight into the motivations of the char-
acters and the narrative, and an awareness of the fluidity of the
boundaries between the seen and the unseen. This gaze also means
the spectator knowingly but powerlessly presides over climax points
of the hero’s quest.

Finally, through tropes of sexuality, death and intimacy and
through the use of music, lighting and camera angles, the sight-
insight interplay is constructed and the spectator is offered a moment
of illumination. Through this look, Weir draws the spectator in fur-
ther to link his or her own exploration of the unconscious with that
of the protagonist and to ask personal questions about his or her own
meaning and purpose.

As well as offering a particular reading of Weir’s work, this study
has provided a more general commentary on the cinema and a hith-
erto unnamed element within gaze theory: the mystical component
of the spectator’s look. I have shown that while writers may have bor-
rowed the language of magic and mysticism from spiritual or religious
collectives, they need not borrow the belief structures that attend

Conclusions 225



them, to accept that the mystical as an aspect of spectatorship. The
pagan Roman philosopher Plotinus played a central role in defining
what we now mean by a mystical encounter. Plotinus is the patron of
secular mystics, of which Weir is one. So what is the Otherness sec-
ular mystics seek? Daniel Madigan’s theory that encounters with
Otherness are experiences of oneself and of one’s belief as they are
formed and proffered by any social community® makes sense of the
universal reports of similar encounters, and places Weir’s attraction
to Jung’s theory in context. For Weir, Otherness is similar to the
Jungian definition of the world of the collective unconscious: ‘the
deposit of mankind’s typical reactions since primordial times to the
universal situations such as fear, danger, the struggle against superi-
ority, love, birth and death’.? Such a broad definition does not demand
a conventionally religious frame of reference. That said, I have argued
the cinema offers a secular context, once the domain of religion, for
the experience of mysticism in its narratives, the relationship it estab-
lishes between the screen and the spectator, its architecture, codes of
exhibition and assembly. I have also argued that the mystical gaze,
although it draws on other structures of the gaze such as the gen-
dered, racial, abject, seductive and masochistic, offers a new way of
conceptualising spectatorship. In addition it is clear that the mystical
gaze of the cinema shares a great deal with the religious traditions of
mysticism. This can be seen especially in the similar ways the experi-
ence of film spectatorship and mysticism is reported and the effect it
can have on behaviour, as in Rudolph’s Otto’s ‘mysterium, tre-
mendum et fascinans’, the mysterious, and alluring encounter with
Otherness that can compel and frighten at the same time.

I have maintained that the quest for the mystical encounter, as
attested to in every social community in the world, is still active in
the increasingly secular Western world, and that its secular temple is
the new multiplex. There, spectators, who are primed by the struc-
tures of the cinema itself, see films like those of Peter Weir that
construct a world for them where they can exercise the mystical gaze
while simultaneously entering into a mystical experience with the
shadow world being played out on the screen before them.
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There are 21 occasions in Witness when a gun is a central element in the
narrative: 1) After Samuel witnesses the murder, McFee draws his pistol
and holds it ready to shoot as he searches the cubicles in the train
station’s toilet. 2) In the police station’s trophy cabinet—wherein Samuel
sees the photograph of McFee—there are several pistol-shooting
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fully loads his gun as he speaks on the phone to Carter, his police
partner. 5) Samuel discovers Book’s loaded gun and starts to play with it.
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Notes



55
56

57
58
59
60

61
62
63
64
65
66
67
68
69
70

71

72

73

74

75

argued the gun was also a phallic symbol. For the impact on film theory
of the psychoanalytical reading of guns and weapons as phallic symbols,
see Creed, ‘Phallic Mania: Hysteria and Dead Ringers’, pp. 125-46; K.
Gabbard and G. Gabbard, ‘Phallic Women in the Contemporary Cinema,’
pp. 421-39; T. Miller, James Bond’s Penis’; Pomerance and Sakeris, Bang
Bang, Shoot Shoot!, Shiach, The Films of Peter Weir, p. 131.

Bliss, Dreams within a Dream, p. 122.

See Eliade, The Sacred and Profane; Furse, Mysticism; Happold,
Mysticism; R. Jones, New Studies in Mystical Religion; Smart, The
Phenomenon of Religion; Smart, Worldviews; Smart, The Phenomenon of
Religion; Staal, Exploring Mysticism.

See Jung, Psychology and Religion, pp. 285f.

See Ventura, ‘Peter Weir’s State of Emergency’, p. 5.

Rayner, The Films Of Peter Weir, p. 138.

See Bliss, Dreams within a Dream, p. 111; [J.] M. Haltof, Peter Weir,

p- 134; Shiach, The Films of Peter Weir, p. 133.

Tillich quoted in Irwin, Eros Toward the World, p. 1. Also see O’Brien,
Varieties of Mystic Experience, passim.

Quoted in Irwin, Eros Toward the World, p. 8.

Solomon and Higgins, The Philosophy of (Erotic) Love, p. 16.

Schelling, For Love of the Dark One, pp. 39, 48, 51, 89; Avery and Heath-
Stubbs, Hafiz of Shiraz, pp. 22-3; Moyne and Barks, Open Secret, p. 43.
Ackerman, A Natural History of Love, p. 48.

See Revelation 18:23; 19:7; 21:2; 22:17.

Augustine of Hippo, Confessions, chapter vii, paragraph 17.

Augustine of Hippo, Sermo Suppositus, 120, 8. Quoted in Ackerman,

A Natural History of Love, p. 317.

Allison Peers, The Complete Works of St. Teresa of Jesus, vol. 3, p. 282.

See Goodland, A Bibliography of Sex Rites and Customs; Scott, Phallic
Worship; Rocco, The Masculine Cross and Ancient Sex Worship; ‘Myths—
Dreams—Symbols’.

Graham Cole, Sex in Christianity and Psychoanalysis, p. 227.

Rayner sees an iconographic link between the mirror framing of the
semi-naked Rachel in her bedroom and the framing of Miranda in the
mirror at the beginning of Picnic at Hanging Rock. He also argues that
‘viewing the mother figure naked prompts him to reject integration into
the Amish.” See Rayner, The Films of Peter Weir, pp. 142, 145.

This theme can be seen in the resolutions of Gallipoli, The Last Wave,
Picnic at Hanging Rock, Dead Poet’s Society, Billy Kwan’s death in The
Year of Living Dangerously.

Walter Hancock (1901—1998), War Memorial, commissioned after World
War II. It is 12 metres in height and dominates the northern end of 30th
Street Station, Philadelphia.

See Chapter 5 for intertextual allusions to angels. The significance of a
phoenix is no less important. ‘In Greek mythology, the Phoenix was a
bird with great beauty, splendor and longevity ... The Phoenix is said to
rise from its own ashes ... It comes alive through the transforming power
of fire and it lives in full splendor. In the Middle Ages the Phoenix was

Notes 255



76
77

78
79
80

81

82

83
84
85

86
87
88
89
90
91

92
93

94

256

often used as a symbol for Christ, as he resurrected. This legendary bird
is an archetypal dream symbol that brings us positive and powerful
images of birth.” See ‘Myths—Dreams—Symbols’.

Denby, ‘The Last of the Just), p. 72.

Berkowitz, Aggression; Eron, Gentry and Schlegel, Reason to Hope;

N. Miller, Frustration and Aggression; Tedeschi and Felson, Violence,
Aggression and Coercive Actions.

See Armstrong, The Battle for God, Sun Tzu, The Art of Spiritual Warfare.
Smart, Dimensions of the Sacred, p. 297.

McMullen called it ‘upbeat and a spiritual uplift ... a testament to the
beauty and value of community’: ‘A Rhetorical Analysis of Peter Weir’s
Witness), p. 207. For a similar commentary see Salamon, ‘An Australian in
Amish Country’, p. 32. Shiach likened the sequence to the great
Hollywood tradition in westerns of taming the frontier. See Shiach, The
Films of Peter Weir, p. 131. Not all commentators liked it. Haltof said it
‘approaches cliché’ and was a ‘Disneyesque scene, consists of shots of
antlike activities, harmony, labor division by gender’: see [J.] M. Haltof,
Peter Weir, p. 89.

Although the spectator is told that ‘we have a barn to raise and a day to
do it the light quality in the arrival scene places the action in the late
morning or at midday.

For a discussion on the hammers and trade tools as phallic symbols in
film, literature and popular culture, see Kirkham and Thumin, You
Tarzan; Schwenger, Phallic Critiques.

See Mfiles, ‘Maurice Jarre—Classics Old and New’.

Jarre, Witness: the Original Score.

See Godwin, Music, Mysticism, Magic; 1. Khan and H. Khan, The Mysticism
of Sound and Music, Smart, Dimensions of the Sacred, pp. 104-05; Streng,
Understanding Religious Life, pp. 159-70; There is a website devoted to
other resources on this topic: Religious Worlds, ‘Mysticism and Music'.
See Zuckerkandl, Man the Musician, vol. 2, pp. 13f.

Smart, Dimensions of the Sacred, p. 178.

Peter Weir quoted in Dell’Oso, ‘Peter Weir Finds a New Direction in
Pennsylvania, p. GW14.

The publicity grab for Witness was ‘A big city cop who knows too much.
His only witness—a small boy who'’s seen too much!” Shiach, The Films
of Peter Weir, p. 121.

See Schickel ‘Afterimages’, p. 91.

For a full discussion of this relationship see Ruffino, Mysticism and
Social Transformation, pp. 1-28.

Smart, Dimensions of the Sacred, p. 39.

Harrison Ford claims that the idea for framing Rachel within the
doorway of the house during this final sequence came from when he
and Weir visited an exhibition of Flemish Masters in Philadelphia during
the shoot. See Clinch, Harrison Ford, p. 221. Also see Bliss, Dreams
within a Dream, p. 112.

Jung said, ‘The dream is a little hidden door in the innermost and most
secret recesses of the soul, opening into that cosmic night which was

Notes



95

96

97

98

99
100
101

102

103

104

psyche long before there was any ego-consciousness, and which will
remain psyche no matter how far our ego-consciousness extends’:
Myths—Dreams—Symbols, ‘Carl Jung’. Also see Jung, ‘The Structure and
Dynamics of the Psyche’, The Collected Works of C. G. Jung, vol. 8, part 1;
Jung, ‘The Archetypes and the Collective Unconscious’, The Collected
Works of C. G. Jung, vol. 9, part 1. This image is also used in Huxley,
‘Visionary Experiences’; Weinrib, Images of the Self.

Plato, ‘The Second Speech of Socrates: The Chariot Analogy Continued
... the Control of the Passion, a Concluding Prayer’ The Phaedrus,
paragraph 225 [c].

Smart, Dimensions of the Sacred, pp. 94-5, 191. For the common elements
to shamanism across ages and cultures, especially in Greek and Roman
mythology, archaic religions, Hinduism, Buddhism and Christianity, see
Eliade, Shamanism; Goodman, Where the Spirits Ride the Wind; Harner,
The Way of the Shaman; Keeney, Shaking out the Spirits.

Jonathon Rayner argued that ‘the framing of events by, and their being
viewed through, the doors and windows of rooms and vehicles provides
an analogy to the perception of the viewer'. The Films of Peter Weir, p. 135.
Against this experience of the film, John McGowan found the absence of
dialogue distanced the spectator, because it ‘seems to condemn us to a
certain type of superficiality’: ‘Looking at the (Alter)natives: Peter Weir’s
Witness', p. 46.

See Grant, Film Genre Reader, pp. 4, 6; Neale, Genre, pp. 26-9, 67, 69.
McArthur, Underworld USA, p. 18.

For a full discussion of the elements that make up the thriller genre see
Derry, The Suspense Thriller, chapter 1; L. Hammond, Thriller Movies.
Francoise Meltzer has outlined that the ‘secular nostalgia’ of
postmodernity appeals to a pre-modern religious world where there is ‘a
seamlessness between body and idea’ and that many of postmodernity’s
understandings harken back to ‘its own prelapsarian era: before the
Enlightenment’: Meltzer, ‘Re-embodying Virginity Secularized’, p. 268.
Postmodernity wishes to escape from the tyranny of self-consciousness.
See Hollywood, ‘The Mystical Body: Religion, Postmodernity and
Nostalgia, p. 50.

Hollywood, ‘The Mystical Body: Religion, Postmodernity and Nostalgia),
p. 57.

Hauke, ‘Let’s Go Back to Finding Who We Are, p. 152.

Conclusions

1
2

‘Dialogue on Film: Peter Weir’, p. 13.

Weir seems to be have been ambivalent at different stages of his career
in regard to his debt to Jung’s insights, admitting their importance to
him and his work in 1978, moving away from this position in 1981 but
strongly returning to it by 1998.

Madigan, ‘When Experience Leads to Different Beliefs’, p. 65.

Jung as quoted in Jacobi, The Psychology of Jung, p. 10.

Notes 257



Filmography

Short films

Count Vim's Last Exercise, 5 minutes, 16 mm, black and white, 1967.
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Rory O’'Donoghue.
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The Billiard Room, 6 minutes, 16 mm, colour, 1972.

The Computer Centre, 5 minutes, 16 mm, colour, 1972.

The Field Day, 5 minutes, 16 mm, colour, 1972.

Tempo: Australia in the 1970s, 24 minutes, 16 mm, colour, 1972. Director:
Keith Gow; Script: Peter Weir.

Incredible Floridas, 12 minutes, 35 mm, colour, 1972. Documentary film. Film
Australia. Director: Peter Weir; Producer: Malcolm Otton; Director of
Photography: Bruce Hillyard; Editor: Anthony Buckley; Music Score:
Richard Meale.

Whatever Happened to Green Valley, 55 minutes, 1973. Documentary film. A
Film Australia Production. Director: Peter Weir; Producer: Anthony



Buckley; Photography: Nikey Ardizone, Don McAlpine, Ross King, Guy
Furner; Editor: Barry Williams.

The Fifth Fagade, 1973. Documentary film, Producer and Director: Donald
Crombie; Screenwriters: Peter Weir, Keith Gow, Donald Crombie.

Fugue, 1974. Screenwriter, Peter Weir.

Three Workshop Films, 28 minutes, 16 mm, colour, 1975. A Film and
Television School Sydney Production. Director: Peter Weir; Producer: John
Morris; Script: Vince O’Donnell and Grant Reed; Director of Photography:
Milton Ingerson; Editor: Bob Allen.

Heart and Hand: Peter Rushford, Potter, 25 minutes, 16 mm, colour with
black-and-white sequences, 1975. Documentary film. Crafts Council of
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Seale; Editor: Bob Cogger; Sound: Don Connolly.
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Hindley.
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Producer, Director, Screenwriter: Peter Butt; Editor: Peter Weir; 1980.
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The Cars That Ate Paris, 1974. Salt Productions/Royce Smeal Film Production.
Director: Peter Weir; Producers: Hal McElroy, Jim McElroy; Script: Peter
Weir, Keith Gow, Piers Davies; Director of Photography: John McLean;
Editor: Wayne Le Clos; Musical Score: Bruce Smeaton.

Picnic at Hanging Rock, 1975. South Australian Film Commission/Australian
Film Commission. Director: Peter Weir; Producers: Hal McElroy, Jim
McElroy, Patricia Lovell; Screenplay: Cliff Green from the novel by Joan
Lindsay; Director of Photography: John Seale; Editor: Max Lennon;
Musical Score: Bruce Smeaton.

The Last Wave, 1977. Ayer Productions. Director: Peter Weir; Producers: Hal
McElroy, Jim McElroy; Screenplay: Tony Morphett, Petru Popescu, Peter
Weir; Director of Photography: Russell Boyd; Cameraman: John Seale;
Editor: Max Lennon; Musical Score: Charles Wain.

The Plumber, 1979. South Australian Film Commission. Director: Peter Weir;
Producers: Matt Carroll; Screenplay: Peter Weir; Director of Photography:
David Sanderson, Editor: Gerald Turney-Smith; Production Design:
Wendy Weir.

Gallipoli, 1981. Paramount Pictures. Director: Peter Weir; Producers: Robert
Stigwood, Patricia Lovell, Screenplay: David Williamson, Peter Weir;
Director of Photography: Russell Boyd; Editor: William Anderson; Musical
Score: Jean-Michel Jarre; Production Design: Wendy Weir.

The Year of Living Dangerously, 1982. Wayang Productions/MGM, Director:
Peter Weir; Producers: Hal McElroy, Jim McElroy; Screenplay: David
Williamson, Peter Weir, C. J. Koch, from the novel by C. J. Koch; Director of
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Photography: John Seale; Cameraman: Russell Boyd; Editor: William
Anderson; Musical Score: Maurice Jarre.

Witness, 1985. Paramount Pictures. Director: Peter Weir; Producer: Edward
Feldman; Screenplay: Earl Wallace, William Kelley, Director of
Photography: John Seale; Cameraman: John Seale; Editor: Thom Noble;
Musical Score: Maurice Jarre.

The Mosquito Coast, 1986. The Saul Zaentz Company. Director: Peter Weir;
Producer: Jerome Hellman; Screenplay: Paul Schrader from a book by Paul
Theroux; Director of Photography: John Seale; Cameraman: John Seale;
Editor: Thom Noble; Musical Score: Maurice Jarre.

Dead Poets Society, 1989. Touchstone Pictures, Director: Peter Weir;
Producers: Steven Haft, Paul Junger Witt, Tony Thomas; Screenplay: Tom
Schulman; Director of Photography: John Seale; Editor: William Anderson;
Musical Score: Maurice Jarre; Production Design: Wendy Stites.

Green Card, 1991. Touchstone Pictures. Director: Peter Weir; Producers: Peter
Weir, Jean Gontier; Screenplay: Peter Weir, Director of Photography:
Geoffrey Simpson; Editor: William Anderson; Musical Score: Hans
Zimmer; Production Design: Wendy Stites.

Fearless, 1994. Warner Brothers. Director: Peter Weir; Producers: Paula
Weinstein, Mark Rosenberg, Screenplay: Rafael Yglesias; Director of
Photography: Allen Daviau; Editor: William Anderson; Musical Score:
Maurice Jarre; Production Design: Wendy Stites.

The Truman Show, 1998. Paramount Pictures. Director: Peter Weir; Producers:
Scott Rudin, Andrew Nicol; Screenplay: Andrew Nicol; Director of
Photography: Peter Biziou; Editors: William Anderson, Lee Smith; Musical
Score: Burkhard Dallwitz; Special Design Consultant: Wendy Stites.

Master and Commander: The Far Side of the World, 2003. 20th Century Fox.
Director: Peter Weir; Producers: Samuel Goldwyn, Samuel Goldwyn Jnr.,
Duncan Henderson, John Manulis, Peter Weir, Screenplay: John Collee,
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