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Singing Over the Bones:
James Cameron’s Titanic
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“She said babe, you're just a wave you're
not the water.”
—Butch Hancock (1993)

1:05a.m. on 1st, 1985,
mewhere in the North Atlantic.
On board the U.S. oceanographic re-
search sl';:p Knor, the gmov%ard shift
e eerie imagery of the ocean
med back from the tiny sub-
mersible Argo 12,500 feet below. Tak-
ing a short break in his cabin, project
director Robert Ballard rehevel his

boredom by Chuck Yeager's
autobi y. “As I to read,”
“my mind soon left the ocean

d and was ing into the strato-

sors in the Communication al the
UnwfmtyafA‘;hw. .AR7270‘;;
A version is paper was presenied al

Nalional Communication Association Conven-
ton, November, 1999. The authors wish iv

mh and Kathleen J. Turner for
fons o this essay.

Suddenly, back in the control van,
Stu Harria freezes. “There’s some-
thing,” he says hesutantly, gazing at the
television monitor.

“Wreckage!” Bill Lange :houts
More seconds. More ghostly shapes.
Now there’s no question.

“Binso!“

“Ye.h!”

The entire “Watch of the Quiet Ex-
cellence” breaks its vigil with “shrieks
and war whoops” of success. On the
sonar Lieutenant Rey reports, “I'm get-
ting a bard contact.”

Seconds later Ballard bursts into the
van and frantically rewinds the tape.
He stares in disbelief as Argo’s camera
Moats over the murky outline of a mas-

Profes-  give ship’s boiler. The chief explorer

knows there’s only one ship down there
that could house boilers this mon-
strous; after 73 years, at 2:00 a.m., very
near the time that it sank, RM.S. Ti-
tanic is found! Ballard can only mur-
mur, “God Damn. God Damn.”

Copyright 2000, National Communication Associalion
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Twenty minutes later he makes his
way to the fantail of the Knorr where
others have gathered. Raising a Har-
land and Wolll flag in honor of the
Belfast shipyard that built the 7itanic
he calls for a2 moment of silence.
“Thank you all,” he says, “Now let’s
get back to work.”

Several days later a sleepless Ballard
breaks off a radio interview with Tom
Brokaw to choke back his emotion:

I'm not a particularly religious person, but
1 suppose you could say this was a religious
moment, similar perhaps to the impromptu
memorial service held . . . the night of our
discovery a mere four and |a] half days
ago. It was as if those who had perished
aboard the Titaniccould finally rest. That's
how 1 [elt.

Benediction delivered, Ballard-the-hero
can finally sleep as his ship steers for
shore (Ballard, 1987, pp. 132-137; 154).

An old woman who goes by many
names, chief among them Le Loba,
Wolf Woman, lives in a hidden desert
place that everyone knows but few
have seen. She doesn't seem to want
much company. Her sole work is the
collecting of bones. Most especially,
she saves that which is in danger of
being lost to the world, sifting
the mountains and dry riverbeds, look-
ing for remains. Her cave is full of parts
of broken creatures—crows, rattle-
snakes, deer—but wolves, they say, are
her specialty. She creeps and crawls
until she has assembled an entire
gleaming white framework and every
last bone is in place; then she sits by
the fire o decide which song to sing.
When she has precisely the right one,
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she stands over the skeleton and raises
her arms. As she sings, the animal
starts to flesh out and sprout fur. She
sings some more, and the desert shakes,
the creature grows a tail, breathes,
opens its eyes, leaps up, and runs away.
Whether by its speed, or its splashing
into a river, or a ray of sun or moon-
light hitting it just so, the woll becomes
a laughing woman, and if you are out
there, you might see her running free
toward the horizon. Thus does La Loba,
“by descending into the d mood
of great love and feeling,” breathe her
soul voice into what is ailing or in need
of restoration. This is singing over the
bones (Estes, 1992, pp. 27-28).

Ever since the Tilanic sank on April
15, 1912, it has been a magnet, not
only for fantasies about finding its re-
mains, but for myths about modernity.
As Sieven Biel (1996) carefully docu-
ments, although the disaster changed
nothing tangible except shipping regu-
lations, it did produce a contest over
meaning of amazing longevity, “a kind
of ‘social drama’ in which conflicts were
played out and American culture in
effect thought out loud about itself™ (p.
8). Such a spectacular failure was bound
to leave “a nagging sense ol incom-
pleteness about the unconsummated
‘maiden voyage’ ™ and to inaugurate a
medley of attempts to bring it to a
satisfactory completion {p. 203). The
celebrations of chivalric sell-sacrifice,
particularly of the first-class men, for
example, upheld “the rule of the sea”
(women and children first), undermin-
ing women’s fight for the vote and
labor’s stirrings of class antagonism.
Such heroism pressed for a redemptive
conclusion based upon noblesse oblige
and the male **Anglo Saxon ideal” (pp.



23-58). Moralists saw the catastrophe
as a fateful sign of the hubris of a
progressive age, a “ ‘terrific and ghastly
illustration of what come to when
men throw God out at the door and
take a golden calf in at the window",”
as Protestant minister Charles H.
Parkhurst put it (quoted in Biel, p. 64).
Yet noble death to the strains of a
Christian hymn

the images of wealthy men, restoring
“the true nature of things” as a femi-
nine microcosm of frills gave way “toa
masculine world of senoumess,

1(:nel)nﬂuence in one swift act of God
. 76).

In his still never-out-of-print 1958
best-seller, 4 Night to Remember, Walter TOVi€
Lord marked the calamity as the “end
of an era,” a tragedy of world-historical

announcing a new “Ageof .

," yet one in which the atomic
era could be veiled by the memory of
“a quainter kind of disaster” (Biel, 1996,
pp- 154-157). Titanic buffs, verging on
the fanatical, have sanctified the event
as an alternative church with saints,
heretics, relics, and pilgrimages, com-
bating uncertainty by mastering every
bit of arcania there is to know about
the ship and its fate, and by harboring
a fierce nostalgia for a more innocent
time (pp. 174-203). Furthermore, film,
fiction, and advertising have rewritten
the incident as a resolution of marital
conflict (p. 203), paeans to the ideology
of domestic consumerism (pp. 162-
163), a restoration of masculine Ameri-
can after its “decline” duri
the Jimmy Carter era (pp. 205—20r7lf
and even a triumphant “raising” of the
old ship as a si of Ronald Rea-
gan’s America (pp. 206-208).
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Not surprisingly, the majority of
these attempts to the myster-
ies of the 7itanic have been made by
men (p. 205). When Ballard found the

satisfied 's de-
ed By’ e

sire )
proclaiming “ ‘an to the unfin-
ished maiden voyage’ ” (quoted in Biel,
p- 209). Ordaining hi he blessed

the site and put the souls to rest. It is
mnn&u discovery, apparently,

ﬂntclosestheﬁnal on both the

tragedy and the myth, for how can

;znﬁwsumve logos when they find the
es?

Earth
Imows m:;ez:neonplmet
wnyendedthe Tiianic mythologizi

James Cameron’s 1997 film has al-

ready become the lughest—groumg

movie of all time, earning over $1.8
billion worldwide as of this writing
(Box Office Statistics, 1999), garnering
eleven Academy Awards, and expand-
ing the original event’s past Eu-
and the United States to the world
1998). Cameron was as se-

mount a camera on the outside of the
Russian submersible that could film

the wreck without the film-
maker (Parisi, 1998, p. 10): “What to
say that hasn’t been said? . . . The only

laerntoryll'elthadbeenleﬁmexplored
in prior films,” he wrote, “was the
terri of the heart” (Marsh &
Kirkland, 1997, p. vi).

In 1995 Cameron pitched his film
concepl to Twentieth-Century Fox as
“Romeo and Juliet on a boat” (Parisi,
1998, p. 34). The press widely assumed
that, as it plays out in the finished
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product, the first aspect draws girls and
women into the theatres, and the sec-
ond at least allows boys and men to
tolerate it; the film is “an epic two-
hanky romance for the gals that doesn't
neglect the guys, either” (Murray, 1997,
p- 01P). Most reviewers bifurcate the
themes, and although the reactions are
diverse, more praise the boat part than
I.he Romeo and fuliet part. The romance

y indulged or dismissed as
“hokey 9 “H.ollywood hokum,” “ho-
hum,” “hoo-haw,” or even “well-cho-
sen Hollywood hokum” (Carr, 1997,
p. El; Guthmann, 1998, p. 33; Jones,
1998, pp. 20-25; Maslin, 1997, El, p.
1; Murray, 1997, p. 01P; Pollitt, 1998,
p. 9). It is a “tear-jerking but preposter-
ous story of a love affair” (Johnson,
1997, p. D1), & cliche-ridden “Melrose
Place: The Movie” (Nolan, 1998, p.
Al5) that res us lo weep when
we don't feel like it (Teitell, 1998, p.
37). Reviewers are much more im-
pressed by the actual footage of the
wreck and the astounding visual effects
rendering of the disaster, claiming that,
whereas Cameron’s gift for romantic
story-telling is lacking, “when it comes
to large-scale action, this filmmaker
knows the ropes” (Johnson, 1997, p.
D1); that “when the ship does hit the
berg, we are immediately compen-
sated for the fofj a ship-
board romance™ (M:llar. 1997, p. 1);
and that the destruction finally reached
in the last section the film “para-
doxically to life” ( Jones, 1998, pp. 22;
see also Gerstel, 1997, p. D1).

But neither the fondness of males for
disaster and wizardry, nor
the painful ecstasy of teenage girls who
still have not forgiven Kate Winaslet for
hogging the last piece of debris can
alone explain the cultural importance
of this film. Rather, there is “titanic”
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energy released in the collision of the
two forces captured in the film’s pithy
pitch phrase. Finding the bones, as did
both Ballard and Cameron, is a big
part of the picture, but it does not put
the souls to rest, and it does not by
itself bring this film to life. Rather, the
skeleton must be gathered, piled up,
assembled, and sung over. The heart of
Cameron's treatment is the luminous
crone, Old Rose, who, like La Loba,
breathes flesh onto the wreck through
the telling of her own love story, which
is anything but dispensable. Only
through her act can the Titanicbe prop-
erly interred.

We are not predicting that the Ii-
lanic phenomenon will not rise again.
The myths generated in its wake are
too much a part of our cultural lore not
to crest another lime. Though this Ii-
lanic is yet another man’s quest for
closure, il is a significant retelling of the
myth. For the energies enfolded in the
phrase “Romeo and Juliet on &
romantic love and technological
progress—are related in Western cul-
ture and in the film so that the first
compensates for the terrible price of
the second. That is, technological
progress dominates and distorts inner
reality by valuing only outer, material
experience. Romantic love is our cul-
ture’s most potent attempt to retain the
inner life run roughshod by progress—
spirituality, soul, and “the feminine,”

ially as these are constellated in
the masculine psyche. But progress col-
ors romance oo, 5o that we try to live it
as an outer, nol an inner, event; thus,
not even this form of can heal
the technological wound. Cameron’s
Titanic turns romantic love outside in.
H‘;n film crn.:s :I fem‘:lune, spiritual :In
tidote to technologi e-
scending to the d:s-mm blz:es
of its namesake, re-membering them



through a wise old woman’s tale, and
burying them correctly.

Cameron didn’t invent 7ifanic's inno-
vations out of thin air. Inmostol'lus
previous work, he has been
“ ‘the idea of human beings’ relation-
ship with technology, how it can be
good, how it can be bad, and how it
can kind of turn around and bite you® ”
(quoted in Chambers, 1998, p. 37).
Rare among Hollywood Almmakers,
he has dramatized technology through
several motifs that could have proven
commercially disastrous. One fore-
grounds the tough, smart woman of
action—Sarah Conner in The Terminator
(1984} and Tmmabrl!jﬂdgmn! D?
(1991), Ellen R:pley in Aliens (1984
Lindsey in The Abyss (1989),
and now Rose DeWitt Bukater in T3-
m:c.Anotl'lerreverlesthelpamldlrec-
tion of the heroic quest. Typically, the
contemporary masculine hero moves
out, across, or up the landscape or sky,
but Cameron’s heroes are more likely
to unde:go a ritual dmut to a place

meet the mother of all off-world mon-
sters; Brigman dives to the bottom of
the ocean to defuse a nuclear bomb;
The Terminator's Kyle Reese comes back
through time to fmd Sarah Conner;
and, of course, Rose rescues a man
from steerage and descends to the
wrecked ship in her memory. Such
descents are more common in female
myths, suchulnanm,Pu:ephone and
Demeter, and Eros and Psyche, and

their initiatory task is usually one of
submission, discernment, and indi-
viduation rather than colonization—in
other words, the opposite of ma.lcu
line, progressive pride (Downing, 1994

johmon. 1976; Perera, 1981; Ru.llung,
1989). Finally, romantic love often en-
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ables Cameron’s characters to amelio-
rate technological apocal
Tl'ullwrewlitnllthese s, This

ﬂme,howeverthe“Camerondoelnot
draw from their m i

rather reworks theirywcgenderedmmem-
ings so that a [eminine descent illumi-
nates and alters masculine awareness.
So, if we begin with the historical forms
of the myths related to “Romeo and
Juliet on a boat,” we should be in a
position to understand how they evolve
in this film. We will then be able to
climb back on board Titanicbetter pre-
pared to grasp how Old Rose’s memo-
ries provide a more promising way (o
stay afloat on the tools of our own
making.

Mythic Origins

Three m serve as louchstones
for our ysis of Tilanic. All entail,
not a heroic outward or upward move-
ment, but a descent of sorts, as the first
two are about falling in love, and the
last tells of a hercine’s literal journey
into Hades. From Roman antiquity we
look first at “ and Galatea,”
the template for My Fair as well as
for many real-life male-fi relation-
ships, because it clearly shows the con-
struction of the feminine as a projec-
tion of male desire, a theme observable
in Titanic both in Rose and in
the “Ship of Dreams” itself. The Arthu-

ing in the Middle Ages, and also as an
illustration of why the cult of romantic
loveu]e;necewed op}_ﬂmm'lly from the
masc point of view, perpetuates
rather than cures the problem. Finally,
the Greektnleof“]?.l::

views erotic love and mdmdunhon
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from a female perspective, bearing the
closest resemblance to the story that
Old Rose recalls on her oceanic voy-
age, and taking us to a potentially heal-
ing understanding of what to do about
our capacity for technological self-
destruction.

Pygmalion and Galatea

Pygmalion, a gifted sculptor from
Cyprus, hated women. As Ovid puls it,
he “detest|ed| the faults beyond mea-
sure which nature has given to women™
{quoted in Hamilton, 1940/1969, p.
108). Resolving never to marry, he
nevertheless sculpted all of his genius
into an exquisite statue of a woman:
“Either he could not dismiss what he
so disapproved of from his mind as
easily as from his life, or else he was
bent on forming a perfect woman and
showing men the deficiencies of the
kind they had to put up with™ {p. 108).
He labored long, but could not be
content, working on the statue daily
until no woman ever born could ap-
proach its beaf:lg When at last it was
perfected ply, passionately
in love with the thing he had made, but
the figure could not respond to his kiss
or caress, remaining cold and i
beneath his touch. Playing with her
like a toy, he would dress her in rich
clothes and bring her the gifts maidens
Jove, tucking her in at night like girls
do their dolls, i that she was
pleased, but he loved a lifeless thing,
and at last gave up, hopelessly
wreiched. Venus was curious about
this strange sort of lover and decided
to help him. When he prayed to her,
he asked only to find a woman like his
statue, but Venus knew what he really
wanted. One day when he returned
home, “[T]here she stood on her pedes-
tal, entrancingly beautiful” (p. 110).
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Suddenly he felt his touch returned,
when he kissed her lips they grew soft,
and when he clasped her wrist, he felt
her blood pulse. With unspeakable joy,
“He put his arms around his love and
saw her smile into his eyes and blush”
(p. 111). Pygmalion named his lover
Galatea, Venus hersell graced their
marriage with her presence, and we do
not know what happened after that
except that their son, Paphos, lent his
name to Venus’ favorite city.

Disdaining all real women, Pygma-
lion crafts his own inner vision and
falls in love with it-just as Henry Hig-
gins does with Eliza Doolittle, just as
Blade Runners Eldon Tyrell does with
the replicant Rachel,' and just as many
men in everyday life do who would
rather make over a mate to suit their
own internal fantasies than to relate to
a flesh-and-blood woman. Although
she does not base her analysis on *Pyg-
malion and Galatea,” Polly Young-
Eisendrath’s description of the “Maiden
Lover” archetype in the male psyche
as “a longing for oneself in the oppo-
site sex” is apropos. The man projects
the “feminine” qualities that he dis-
avows in himself onto a woman. He
imagines her as the soul-mate whom
he will “bring . . . into herself” by guid-
ing and helping her, and he loves her
for her potential to match or mirror
him (1993, pp. 88-89): “The self-
conscious emotions of pride, envy, jeal-
ousy, and embarrassment fuel this com-
plex with narcissistic motives to
reproduce what is loved in oneself and
to avoid what is detested and depreci-
ated” (p. 88). This match-mate may be
Amazonian, like Ripley of the Aliens
series and Sarah Conner of the Termi-
nalor films who, unlike their mythic
predecessors, are tutored to wage the
man's battles. Or they may be the more
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traditionally “feminine” object of
sexual desire as we will see in Titanic,
and Galatea’s

what 30 often hap-
penstomortalloven How convenient
that their story ends with be-

wudam.nlamthe

eventually not only
strips her mate, she cli sdownt'rom
I:hepedesulofhuloul

their union is fraugh llnfe For
oneelheucompleﬁemherownnght,
what further need does she have for a
master crafisman? The problem with
mortal and is that
her sole purpose is to fulfill Ais desire,
not her own, and thus any transforma-
tion from object to subject ruins the
bliss. The man in this story remains
unconscious that his soul-projection is
just that; be is unable to separate his
inner feminine from outer-world
women and 30 loses a realistic relation-
ship to both. This dominating attitude
toward things feminine is endemic to
technological narcissism, which makes
or makes over what it cannot accept on
its own terms.

ualubutout-

Tristan and Iseult

The story of Tristan and Iseult tells
“a high tale of love and death,” of
and sorrow, of “how they loved eac
other, andhowntlasl,lheyd:edofthat
love er upon one day; she by
him and he by (Johnson, 1983,
p. 1).2 In the days of King Arthur,
, King Mark of wall’s
only sister, wedegRlvalenofL
esse. When Rivalen was am and
killed, Blanchefleur lost her will to live,
but before she died gave birth to a son
whom she named Tristan. Hidden
away from his enemies for his entire
childhood, Tristan was eventually
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found by King Mark, who fathered
him into adulthood.

Tristan into a brave warrior
who fought on behalf of Cornwall.
W by n ison barb from a
gunthelnlled t out the
giant’s sister, the Queen of Ireland,
and her ter, sorceresses who
alone could cure him. The ter,
Isenlt the Fair, wished Tristan dead
but, seeing that he was of noble blood,
healed him instead. He returned home
and learned that King Mark needed a

ueentocom his kingdom gne

en
hair mlouﬂ: md The king would
have no other woman than the damsel
of the hair, who Tristan knew
to be Iseult the Fair. Obtaininghls:ult
as payment for killing a dragon, he set
r;-lin"E:-rCom\umllI;obrm' g Iseult to King

ar]

But on board ship, Iseult’s m:‘tii
Brangien, mistakenly gave 'l'rlltan
Iseultaﬂnkol‘wine pre-
m‘edby Iseult’s mother to her

onatemshl:llovemﬂ:Mm
their wedding t, a state that
last for three years. Drunk with love,
Tﬂmmmembrwed Brangien

to

implor hem b sop, =g bore
never shall you know joy without pain
again ... for th J:{eandmthat
cup,youhavedrunknotlovealone,
but love and death mixed together” (p.
41). However, an immortal desire
worked in the lovers and Tristan wel-
comed the mixture: “Well, then, let
come Death!” and the two “gave them-
selves up utterly to love” as the lhlP
carried them to Comwall and Iseult’s
intended busband (p. 42).

Iseult married Ki hhﬂa;l:d but hﬁ

cretly sent Brangien to hi in
while Tristan compromised his
ty to Mark with secret with

Iseult. Several times caught, the lovers
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barely escaped and fled to a forest
where they lived and loved for three
years, paying no heed to their deterio-
rating physical condition. Led to their
hut, King Mark to kill them,
but seeing them lying so chastely, Tris-
tan's naked sword between them, he
instead placed a ring on Iseult's finger
and exchanged Tristan's sword with
his own. Overcome with conscience,
Iseult returned to the King, and Tristan
traveled far away. But before parting,
Iseult gave Tristan a green j ring,
so that if he should ever bid her, she
would know it was him and would
come “wisdom or folly” (p. 89).

For a time, Iseult lived happily with
Mark, and Tristan served a new King,
Kaherdin of Carhaix, who, in a gesture
of friendship, gave his sister, Iseult of
the White Hands, to marry Tristan,
and he was alive again loving her. But
on their wedding night the jasper ring
fell off his finger, he remembered Iseult
the Fair, and he refused to consum-
mate the marriage. Beset with jealousy
and doubt, he went back to Comwall,
only to find that Iseult accused him of
the same faithlessness. Forgiving each
other, they deceived Mark once again,
and the palace guards grew so suspi-
cious that Tristan had to flee. Tseult
vowed that should this world take Tris-
tan in death she would follow him to
the next. Returning to Carhaix, Tristan
was mortally wounded in battle, He
sent for Iseult the Fair, telling Kaher-
din that she must come to him “for we
drank our death together and to re-
member the oath ] swore to serve a
single love, for I have kept that oath”
(p. 125). Il Kaherdin returned with
Iseult the Fair, he should show a white
sail, but if she refused 10 come, a black
sail. However, Iseult of the White
Hands overheard the pact and took
her revenge. When the weakened Tris-
tan asked the color of the sail, she told
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him it was black, and he died. When
Iseult the Fair reached the palace, she
kissed Tristan, and then, as she had
vowed to do, gave up her soul and died
of grief beside him.

According to Robert Johnson, the

ic tale of Tristan and Jseult marks

e abrupt appearance of the cult of
heterosexual romantic or courtly love
in the Middle Ages (1983, p. xiit). Tris-
tan is “the firstborn of our modern
race” arising in the twelfth century
when the seeds of our modern scien-
tific attitude were planted. Thus, his
problems and his losses are ours.
Blanchefleur’s tragic death in a mascu-
line world of war leaves Tristan, which
means “the child of sadness,” bereft of
almost all [eminine traces (pp. 16-17).
Growing up away from women, he
becomes a warrior, a precursor to the
ubiquitous “action-adventure™ heroes
of today. Tristan lives exclusively in
this masculine realm until he acciden-
tally falls in love with Iseult.

Accidents are usually propitious in
myths, however, and though Western
man has trouble coping with romantic
love because it is *“out of control,” that
is, he in love, such transport is
what he unknowingly wants—“to be
ecstatic, lifted out of the sterile confines
of our tight little ego worlds.” In short,
he desires what is usually called “reli-
gious experience” (pp. 57-58), but be-
cause this would constrain the unfet-
tered masculine ideal, he either
represses or displaces its energies. “We
aren’t consciously interested in whole-
ness,” writes Johnson, “only in produc-
tion, control, and power,” 80 the
spiritual instinct migrates into the one

ace we make for it, romantic love.

ugh it has always existed, it thus
expands into “the single greatest en-
ergy system in the Western psyche”
(pp- 55, xi). At least in the love be-



CSMC

tween men and women, both lovers
require that an opposite-gendered per-
son shoulder the inner lives they shun.
However, because the cultural ethos is
increasingly masculine, the compensa-
tory arena of romance comes to be
considered feminine, as we have al-
ready seen in the reactions to Jilanic,
as well as in the assumptions that
‘“weepies” and romantic comedies are
women’s genres, and that the woman
in an action film is not the narrative
center, but a “love interest” or a “love
object.” Man's greatest desires set sail
on a feminine vessel.

The troul of romantic

love extraordinaire—knew intuitively that
romance is a projected form of spiri-
tual energy, for in courtly love, the
knight and his lady touched only each
other’s soul (pp. 52-53). These spiritu-
alized lovers had no phyzical relation-
ship (her marriage to another was a
formidable barrier); rather, the woman
carried the knight’s soul into a heav-
enly realm. When Tristan and Iseult
meet in King Mark’s garden, she muses
that the castle grounds are magical. He
replies:
No, ... this is not the enchanted orchard.
But, one day, friend, we shall go together
to a foriunate land from which none re-
tumns. There rises a castle of white marble;
at each of its thousand windows burns a
lighted candle; at each a minstrel plays and
sings a melody without end; the sun does
notlhmelherebntnmerernhuhshl.u
is the happy land of the living. (Bedier,
1945; quoted in Johnson, 1983, p. 84)

Here Tristan conjures up the world of
the psyche outside time and .
This is an image of the whole self that
can only be lived inwardly. But Tristan

and Iseult make the tragic mistake of
trying to dwell physically with each
other in the “enchanted orchard,” de-

nying the mora.llty of human loyalty
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and commitment to the embodied

in their outer world (pp. 98,

04). In so doing they violate the every-

day relationships with King Mark and

with Iseult of the White Hands that

could have brought them lasting happi-
ness.

When a man expects a physical
woman to carry his soul-to be his
Maiden Lover—the relationship is
bound to disappoint, for no woman
can do this once the projections fall
away. This demand also effects a split
in our culture's feelings about women.
On the one hand, man begins to see
woman as the embodiment of purity
and the sacred, “My Lady Soul.” On
the other, she is made to bear his own
rejected qualities, so emotionalism, ir-
rationality, softness, and weakness—
closer to his unconscious than to her
being—are thought to be her exclusive
domain: “It still hasn’t occurred to
Western man to stop looking on
woman as the lymbol of »
musesjolm:on. 'and to begin seeing
her simply as a woman—as a human
being” {p. 71).

Because of this impossible require-
mentthataphyncllloverupholdonel
soul, suffering and death seem insepa-
rable from romance. In fact, “passion”
originally meant “to suffer,” and we
indeed pursue suffering, even death, as
though we could not do without it {p.
147). Romance “seems to require that
it be lived in the face of impossible
odds, terrible obstacles, and inhuman
adversities” (p. 148). Tristan courts
death the moment he gives in to his
desire for Isenlt. When Juliet waits for
Romeo to come to her, she i i
him dead and “cut out in little stars” so
that his brightness would put to shame
“the garish sun” (Shlkespelre, 1948/
1968, p. 494). In Romeo’s famous invo-
cation before he must leave Juliet or be
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found and killed, he cries:

Let me be ta’en, let me be put to death,
T am content, so thou wilt have itso. . ..
Come, death, and welcome! Juliet wills it

Nor are we derns immune (o
such sentiments, as not only Tilanic,
l;:}qoﬂlﬂe: Tf!woﬁhes moc"h a;_ West Side

A erminator, Oul of Africa, and
The English Patient readily attest. Kyle
Reese’s and Sarah Connor's [ove is all
the more erotic because of the “{errible
obstacles and inhuman adversities”
they face and because we intuit that
one or both must die. The “land of
death” is the inner world of the soul,
and its deepest unconscious meaning is
the transformation of the ego as it
“givels] up its tiny empire in order to
live in the immensity of the
universe” (Johnson, 1983, p. 151). But
such a shift can only happen when we
suffer consciously and voluntarily (p.
155). When we look for the spiritual
realm unconsciously in romantic love,
denying the reasons we seek out this
place sheltered from the hard rain of
our own progress, we are doomed to
suffer and die again and again, like
Tristan and lseult, producing nothing.
As a restorative for technological ex-
cesses, the cult of romantic love, though
so full of “sweet sorrow,” bears bitter
fruit.

Eros and Psyche

Psyche was the youngest and most
beautiful of a king’s three 0
extraordinarly so that people said she
was the new Aphrodite.® She was
lonely, though, being worshipped b
all but courted by none. Distressed :t
his daughter’s unwed state, the king

sought o’s oracle and heard a
terrible ent from the jealous Aph-
rodite; Psyche would be married to
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Death. With heavy hearts, Psyche’s
family took her to a mountaintop where
she was to be ravished by this most
horrible creature. Aphrodite even sem
her son Eros to che with
love for the beast, but Psyche was 50
exquisite that Eros fell in love with her
himself. He decided to make her his
bride and asked the West Wind to lift
her from the mountain into the Valley
of Paradise. Here Psyche found heaven
oo earth, a place where her god-hus-
bandwaswithhereveze ight and she
could have anything ired. He
asked only that she not look at him nor
question his identity, or he would go
away and her child would be born
mortal and female.
However, Psyche’s two sisters, envi-
zus ;:I' Iin;:‘ formr;a, claimed that
er hus was an ugly serpent, and
that she must put a lamp and a knife by
their bedside, see him for what he re-
ally was, and sever his head while he
slept. One night, she uncovered the
lamp and stood transfixed by this god
of love, the most beautiful on all Olym-
Euﬁhgsohmm shlh;lro;hpidc:hnﬁkn fe
ifli e e knife,
accidentally pricked herself on one of
his arrows, and fell in love just as a
drop of hot oil woke him. Winged Eros
t(:lgﬂight with Psyche clinging to him
in despair. He bore her out oll'lgandile
until, exhausted, she [ell to earth. Eros
alighted nearby, reiterated his admon-
ishment, and flew back to his mother.
Psyche wanted to drown herself, but
the cloven-footed god Pan convinced
her to pray to Aphrodite instead. After
a blistering condemnation, Aphrodite
set Psyche four tasks as a condition for
her redemption. First, she must sort an
enormous pile of seeds before nightfall
or die. Dismayed, she almost gave up,
but ants heard of her dilemma and
sorted the seeds for her. Second, she
had o cross a river and gather some



golden fleece from the fierce rams
there, and be back by nightfall or again
she would die. Once lhecol
and of her-
, but the reeds at the river’s edge
told her to to go at dusk and take some of

the wool from the brambles that the
rams often passed. Having then suc-
eeededtwme, was set a much
more cultmk by Aphrodite: she
was to clzunl letmlhwater
from the whose banks
guarded by whowouldklll
lnyonevenumngnear Aganin Psyche
broke down, but now an eagle of Zeus
got the water for her, and once more
Aphrodite’s test. Her
Gooch 1k was thy hardest of sl She
must descend into the underworld and
get a cask of Persephone’s beauty oint-
ment. Once more, Payche considered to
death, but this time a tower offered
advice: she was to take two coins in her
mouth and two pieces of bread in her
hands. She must refuse to assist a lame
donkeydnverw'howouldaskherto
pay the ferryman at the
£yxw1thoneol'theooms,|gnore
hand of a dying man as he
up out of the water, and refuse
to assist three women weaving the
threads of fate. She was told to toss one
of the pieces of bread to the three-
headed dog, Cerberus, who guarded
I:heentmncetoHell.andtogomwh:le
the heads were She must
eat only the simplest food while there
and then repeat the entire process on
the way bacpi.ul’lyche retrieved the
ointment and started on her return.
But suddenly, she was overcome
curiosity: if is substance would be so
beneficial to Aphrodite, why not for
her, too? She the cask, a fatal
lleepcameoutofil.,andshefellmthe
as if dead.
Sensing that his beloved was in dan-

23; Neumann, 1956/1971). Shemusl.
give up l:erlelf-ull:uorbedl o bebe
tion with beauty, y wi
theob]ectofmty ﬁmdyowup.
Whenshedoe:m » Eros works hard
her uneomdous. fi
her to at him or to know what he
does ( Johnson, 1976, p. 26; Neumarm,
1956/1971, pp. 70-71). W'hen she
pnchherﬁnger(once acciden-
tally), given that her husband is Eros,
wecouldnyﬂmuheﬁlhmlovemth
love, or that, similar to Tris-
tan, and Ileult,sheubhndedbyher
own projections, * Eros in his
role as the god of love rather than as a
she knows and loves for him-
self” ( Johnson, 1976, pp. 33-34).
Once Ps develops the strength
to light the lamp of consciousness, once
she sees her husband for who he is; or,
if we regard him as her inner mascu-
line, once she knows the masculine
part of herself, he can no longer domi-
nnteherandkeepher&omgrowmg(p
27). At first, Eros is furious, for he has
lost his compliant wife, and he makes
her suffer terribly: “Yet the very act of
bemg torn to bits being in love
sents its own ility of solution.

ll'onehuthellrengthandoomgefor
it, out of this dismemberment may
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come a new consciousness of one’s own
uniqueness and worth™ (p. 38). When
Sarah Conner loses Kyle Reese toward
the end of The Terminator, for example,
she takes things into her own hands
and later seeks the warrior training she
needs as we learn in Terminator 2.

At first, Psyche cannot do what is
required of her. When she thinks she
has lost her husband, she wants to die;
in fact, she despairs every time she is
faced with a difficult task. When
“touched by a god or a goddess,” which
is what it feels like when one is roman-
tically in love, “most people suffer and
endure the fading of the godlike vision
of the beloved, settle down into the
humdrum of middle age, and think
that their vision of a superhuman qual-
ity was all a bit foolish anyway” (p. 40).
But each time Psyche considers death,
she instead sacrifices one level of con-
sciousness for another (p. 43). Her femi-
nine aliernative to d ion or acqui-
escence Lo a boring life, as well as her
refusal to “enliven” her life tragically,
as Tristan and Iseult did, fuels the re-
markable power of this story.

So unlike the masculine hero who
believes he must literally either do or
die, Psyche just sits down and waits,
and always, help comes. The ants sort
the piles, the reeds explain how to get
the fleece, the eagle fetches the waler,
and the tower guides her in and out of
Hades. All of these helpers may well
be Eros who, “now back in the inner
world and no longer with Psyche in a
state of unconscious animus posses-
sion, is able to mediate for her and to
aid her in finding the strength and
wisdom she needs to accomplish her
tasks” (p. 48; see also Neumann, 1956/
1971, pp. 76, 80). Psyche learns not
only how to get things done, but what
is worth doing. It is also Aer labor that
strengthens Aém out of his boyish and

Jack (Eros) helps
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trickster characteristics, and makes him
worthy of being her mate. She matures
him, and he, in turn, redeems her
(Johnson, 1976, p. 74; Neumann,
1956/1971, p. 91). Although she can
now be a true partner to her husbhand,
and they will create the ecstasy so
sought after but denied Tristan and
Iseult, Psyche is now a whole woman,
for hersell and not for or in the i

of her husband. There is much of
Psyche in Titanic's Rose.

Mythic Reinventions
in Titanic

Cameron’s Titanic sets the [amiliar
story of machine-age apocalypse in a
narrative context of hope. In terms of
the three m discussed, the film re-
works “ alion and Galatea” and
“Tristan and Iseult” through “Eros and
Psyche.” That is, as a feminine anti-
dote to technological progress, the story
of Jack and Rose transforms romantic
love into & human relationship in which
Rose (Payche) to live
a fulfilled life. As Karen Schoemer says,
“it's Rose’s transformation that keeps
Feoplg coming back” (1998, p. 64).

urthermore, because Rose is symboli-
cally tied to the ship, the “maiden voy-
age” is completed in an original way.
We look first at how the film’s docu-
mentary stralegies create an aura of
historical realism, enacting in style the
aid that the masculine gives the femi-
nine in the narrative. We then consider
two competing versions of mythic de-
scenl in the film showing how the femi-
nine one subsumes the masculine. The
stage is thus set for the humanization of
romantic love as Rose, originally linked
to the ship as Galatea, evolves inio a
mature e through her love for

Jack. We conclude by pondering what

all this “weepie” stuff has to do with
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the pressing cultural problems of tech-
nological arrogance.

Documentary Realism

Titanic opens with slow motion, se-

-toned images of people waving
E:mlhﬂeie sl';xep‘,)f us immediately
into realism,
owalgcaly vecaling the thne when
newsreel shorts preceded feature atirac-
inky hine Irangn o » mbmnerged c8p.

4 images of 2 s
lu.ledn.rhnshowardus,almost kc:g-
ing, then down to the bottom
of the ocean to reveal a ghostly ship-
wreck that ne already knows is
the “real deal.” Two important motifs
are thus established in the opening
shots: as in the Terminaior films, the
lines between past and present are
mt:’reﬂ..l:'quid thmol'w&e ’om’ think;
an version &4 7
is authentic. iaed

Cameron’s first idea for the film was
to connect the tohtlhe present in a
“ s journal notes
A e et
ends of present day scene of wreck
using submersibles intercut with
memory of a survivor and re-created
scenes of the night of the sinking’”
(quoted in Parisi, 1998, p. 8). This mis-
sion eventually accompli he con-
jectures, “1 thought this would connect
Iheeventtoi:urun:ie, and th the
doorway of [Rose’s memorymveltlt
with an added layer of poignan
(Cameron, in & Kirkland, 19‘3'7
p. viii). In many ways, Old Rose seems
to be a composite of the elderly survi-
vors, almost all female, retelling the
stoqémﬂ:le;:ilimenunel%:’ﬂooded
TV during m’s perme-
ability between put'::f:il t, his-
tory and fiction, is maintained through-
out the film with intercuts and dissolves.
When Old Rose is trying to snare her
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memories while aboard the
she looks on the TV monitor at the real
ruins of the door to the Grand Ball-
room, the ship comes alive for a sec-
ond as the doorman greets her, and
then we are back on the research ves-
sel as she loses the thread. As Rose and
Jack share their first kiss while “flying”
on the prow, the moment fades to blue
and dissolves to the Keldysk where Old
Rose says wistfully, “That was the last
time Tianic ever saw daylight.” She
looks at the blue bedroom of the ghost
ship which blossoms again into the full
of the suite where Jack sketches
Rose. As he completes her portrait,
Rose’s eye becomes that of her
older self as she tells her story, and the
screen cuts back to Jack signing his
work of art.
The lines between the real and fic-
tional Tifanic are blurred still further
by Cameron’s already legendary atten-

tion to authenticity.  “This project
started with an ition to real
Titanic,” he explains, “ ‘E ing else
had to rise to level of dedication’ ”

(quoted in Marsh & Kirkland, 1997, p.
13) Hewantedtoputtheaudlencemn
“time machine” standing on the deck,
with all the officers, lifeboats, band
members, and so forth in their right
places (p. vi). I-qunmmpmmmngpo-
sition brought more than one anxious
studio executive to the set to tame
Cameron’s obsession while, on the
other hand, it Titaniacs every-
where: a ship built to 90% scale in Baja

California, Mexico; I:hree-and-a-hn.ll'
million pounds of steel, thou-
sand rivets, fifteen thousand of
plywood, and several tons of pum
interiors facilitated by bl

archives from and Wolff; thou
sands of props exactly dupli the

opulence of the originals; costumes that
incorporated actual fabrics from 1912
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clothing; a girl’s doll whose porcelain
face “ends up” in actual footage of the
ship’s debris field; the fragment of
carved paneling that saves Rose, pains-
takingly copied from one retrieved
from the ocean; actors selected for their
uncanny resemblance to their histori-
cal coun | to be destro
(except the actors, of course) in a final
deluge of twenty-two million gallons of
water (pp. 13-41). Titanic historians
Ken Marschall and Don Lynch, re-
ceived on the set like royal;y for their
own meticulously recreated paintings
and historical knowledge, were fans of
the 1959 film version of A Night to
Remember, up until then a high point for
them and other buffs for its accuracy.
Nextto Zitanic's set, Marschall th t,
the earlier work looked like a “child’s
production™ (Parisi, 1998, p. 127).

This unswerving commitment to his-
torical accuracy, combined with Cam-
eron’s “you are there” style, creates a
sense of documentary realism that le-

itimates #hés story as “true.” That is,
is film employs space-age technol-
ogy and objective observation, both
i with “masculine™ ways of
knowing, to up the verisimilitude fac-
tor of the “feminine” love story. The
masculine thus drives the feminine to
“be all that she can be”; “the boat”
authenticates “‘Romeo and Juliet.”

The Descents

In the opening plunge to the wreck-
age, treasure hunter Brock Lovett re-
cords his exploits for the video he
to market when he finds the
million blue diamond necklace thought
to be lost with the ship: “Seeing her
coming out of the darkness like a ghoat
shi m'?lgehmeeverytime. To see the

ruin of the ship, sitling here,
where she landed at 2:30 in the morn-
ing of April 15, 1912, after her long fall

MARCH 2000

from the world above.” The crew
laughs, and Lewis Bodine (Lewis Aber-
nathy, a companion on Cameron’s
dives) jibes, “You're so full of shit,
boss.” This trip is not the reverent
pilgrimage it at first seemns, and Lovett
is what Bill Paxton, the actor who plays
him, calls a “modern-day pirate”
(Marsh & Kirkland, 1997, p. 6), per-
haps modeled after Texas oilman “Ca-
dillac Jack” Grimm who tried to turn
his unsuccessful 1980 search for the
Titanic into a publicity carnival (Bal-
lard, 1987, pp. 68-82). In the film, the
ghost ship materializes out of the dark,
the submersible moves overit,and asa
tethered ROV (Remote O Ve-
hicle) suggestively penetrates the Hock-
ley suite, Bodine exults, “We're in!
We're in, Baby, we're there.” When
the ROV uncovers the safe believed to
hold the “Heart of the Ocean,” Lovett
grins triumphantly, “1t's payday, boys!”
Back on the as they train a
video camera on the safe they hope
holds the feminine treasure, Lovett or-
ders breathlessly, “OK, crack her
open!” As Johnson observes, “Our ir-
reverent culture teaches us from child-
hood that nothing is holy, that nothing
deserves our reverence, every-
thing in life can be reduced to either
physical possession or a sex act” (1983,
17

Boys will be boys, and these blend
their sexual and exploitative impulses
in the time-honored manner of the
mythic frontiersman who “lays the
land” for simultaneous ure and
profit (Kolodny, 1975). Though Bal-
lard did not see his search for the 7i-
tanic as an irreverent chance to plun-
der, Loveil’s penetrative im
closely resembles the real explorer’s
after-the-fact reflections that, *“I'd
dreamed of sending my soon-to-be-
completed seeing-eye robot vehicle
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down the Titanic's staircase™ (1987, p.
13). Ballard and his comrades em-

ﬂedvanounh:—hech probes, all with
names like “Alvin™ and “Jason,
Jr.,’ to go where no man had gone
before. Jason, Ji. dives “deep inside the
Titanic, down the Grand Staircase, the
fulﬁllmentofu.drenm, Ballard writes.
from the black hole, our
d little robot soldier, an R2D2 of
E:“ shoneh:shghtutowardour
mbuwewa.u:hedhim h on
Big Bird's video” (p. 204). trative
ehdesmtovoyeunmasthele
“httlesoltt’hozn are uns:rt
of ideal /ego, extending the hu-
mm:n:lely not only to enter
but to : “It was almost as if our
little ro hldnmmdofhuown,
seeming so deliberate and i ive.
Martin was now controlling JJ with
suchslnllthathuﬂoa:lmgeyeballhnd
almost become an extension of his own
body” (p. 217; see also Biel, 1995, pp.
209-211). As if some of
Cameron's earlier films, then, Brock
Lovettldelcenl.follow:nwellhid-out
path in enacting a i
paiternina
ge:l:{tlowbe:uerl;es is a moment
shes aside Lovett’s profana-
uonmdmbmmthemumlmeex-
ploitative descent within a feminine
transformative one. We see well-worn
hands @ round earthen pot on
awheel w TV and seeing the
wing of herself as a girl of seventeen
nlvnged Lovett’s expedition, 100-
RyoneCa.lvett phones Lovett
who, hoping that she might hold the
key to the diamond he has not found,
invites her aboard the Keldysh. Once
she is settled in, Bodine excitedly simu-
lates the sinking to Rose on his com-
puter:

OK, here we go. She hita the berg on the
starboard side, right? She kinda bumps
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along, punchin’ holes like Morse code—dit-
dit-dit—along the side below the water line.
Then the forward
flood. Now as the water rises, it spills
over the water-tight bulkheads, which wn-
fortunately don't go any higher than
E-deck. So now as the bow goes down, the
stern rises up, slow at first, and faster and
faster, until finally she’s got her whole ass
ju:tll:ckm up in the air, and it's a big ass,

re talking 20-30,000 tons. OK, now the
hull'lnot to deal with that pres-
sure. So what s? SKRTTT!I She
ﬁlll;l.hﬂgni:downtothekeel,mdhm

level, then as the bow sinks, it

g:!’l-l‘theurnverﬁul and then fins

hes. Now the stern section just
bobllherelil:eaeorkﬁoueonphmhum,
floods, and finally goes under about 2:20
a.m., two hours and 40 minutes after the
collision. The bow section planes awa’
landing about a half a mile away going%
to 30 wbenuhtlﬂ:eooe-nlloor
[sound effects] Pretty cool, huh?

Rose studies him : “Thank
ine. Of course, the of it was
. . somewhat different.” William Gold-
man, inning screenwriter of
Butck and the Sundance Xid and
All the s Men, notes the central-
1ty of this scene: “I think I started

up right about there. And

out the ens swift three
houn,I coming to that recre-
ation” (1998, p. 85).

Rose unfreezes her memory by look-
ing at the sketch. She fondles the recov-
ered comb decorated with a butterfly,
symbol offemmmefreedom,th:tlhe
wore when Jack urged her to flee the
cocoon of her engagement. When
Lovett prompts her to tell the story,
Rose thinks back:

Rose: It's been 84 years.
Loveit: ll’lOK,julttrylor:l:Imember , amy-

Rose: Do want to hear this or not,
Mr.{meﬂ"lt'lbeen . 84 yean.

start to
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And I can still smell the fresh paint.
The china had never been used.
The sheets had never been slept
in. Titanic was called the “Ship of
Dreams.” And it was. It really was.

As she enters the true mythic dream
this is for her, the film dissolves to the
soaring Leviathan outlined against the
sky, the music swells, and we are in the
midst of a bustling boarding crowd.
From here on, it is this wise old wom-
an’s memory, not the explorers’ tech-
nology, that frames the action, and her
descent in time encapsulates their ear-
lier descent in space. Old Rose is sing-
ing over the bones.

The Feminine Vessels

Uniil Rose decides to disembark with
Juck when Titanic reaches New York,
she and the ship are linked as feminine
symbols of masculine projection; they
are Galateas sculpted to fulfill the needs
of men or Psyche before she marries
“Death.” Plowing through the water,
the bow of this huge hunk of sieel
cutting two identical, roiling wakes, four
gigantic funnels pointing skyward, 7i-
tanic may seem dynamically mascu-
line, a replica rather than a match for
its male makers. Young Rose even al-
ludes to this at an early dinner conver-
sation which includes the President of
the White Star Line, Bruce Ismay, and
Master Shipbuilder, Thomas Andrews.
Molly Brown asks Ismay if he thought
of the name 7itanic:

Ismay: Well, yes, actually. 1 wanted to
convey sheer size, and means
suability, Juxury, and above all,

strength.

Do you know of Dr. Freud, Mr.
Ismay? His ideas about the male
preoccupation with size might be
of particular interest to you.
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But we have always related to ships
more as container than as tool. Tradi-
tional marine lore never refers to this
or any other seafaring craft as “he,”
and the Ship of Dreams is certainly
one of the most consistently potent
vessels for men’s contrasexual fanta-
sies in twentieth-century Western cul-
ture. It is a complex inkblot in which
we may detect every major way men
commonly imagine women—every
way, that is, except as whole and ma-
ture.

Womb-like sacs surrounded by wa-
ter, ships evoke the peaceful prenatal
stale, and in this sense 7Titanicwas fora
few days an excellent mother. In fact,
the early twentieth-century image of
wealthy, pampered men, such as those
who populated first class, was danger-
ously close to effete and parasitical (Biel,
1996, p. 42). With its unsurpassed
luxury and space to kick around, this
vessel was designed to make its passen-
gers feel like they were in a floating
hotel—totally insulated from the whims
of nature, ove tected, even infan-
tile. For the Euro-American hero, the
lines between virile man and Mama’s
boy have long been a little oo hazy,
and as such, he has always had trouble
separating Mother from adult female
partner in his psyche and in his outer
relationships (Kolodny, 1975; Rushing
& Frentz, 1995).

However, the Tilanic is also a soul-
mate, a target for a mixture of reli-
gious, virginal, and sexual longing, the
name and shape of a cathedral’s inner
sanctum, the “pave,” witnessing the
associations between the *“ship of God”
guided toward Heaven by the clergy
and the “Ship of Dreams” steered to-
ward port by the captain. Both naves
are a kind of chalice or Grail holding
the promise of feminine and spiritual
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ecstasy as did Galatea and Iseult the
Fair. Old Rose first remembers the
ship as chaste when she marvels over
the sheets that had never been slept in,
and this was the most dominant way
the 7itanic was remembered until it
was found. This maiden was scul

by men-*“willed into solid reality,” as
Ismay says at dinner—and like Pygma-
lion it was hard for them to leave well
e alone. Ismay and Andrews
traveled on the maiden voyage primar-
ily to note Titanic’s insufficiencies so it
could be perfected for its return trip.
Like contemporary men who enjoy a
beauty contest or a spat between com-
peting women, they wanted it to outdo
its “‘sister ship,” the Ofympic, in finery
and grace. A man-made Galatea, 7Ti-
fanic had all of the desireable qualities
and none of the vexing ones of real
women (or, more accurately, of the
displaced inferior aspects of men), who

were to be i and put in the
lifeboats first, but who were considered
weak, t, and overly emo-

dependen
tional (Biel, 1996, p. 24). At first, Rose
plays into this conventional wisdom to
her unsoiled reputation. After
Inck saves her from leaping off the
stern, she fabricates the story that she
wanted to see one of the
which works tem y because of its
girlish absurdity. “Like I said,” a man
from first class grumbles, “women and
i do not mix.”

As a -chiseled mate, Titanic
could be controlled more reliably than
a real o hed to fulfill men’s
dreams of mastery and . Ismay
urges Captain Smith hogoipeedfuler:
Smith: No, I don't see the need. We are

excellent ime.
Ismay: The press knows the size of THanic.
Now [ want them to marvel at her

We must give them some-
new to print This maiden
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voyage of Tilanic must make head-

lines.

: Mr. Ismay, 1 would prefer not to
push the engines until they've been
1y run in.

f course, I'm just a A |
leave it to your good offices to
decide what's best. What a glori-
ous end to your fnal ing if we
were to get into New Ymuel-
day night and surprise all.
Mak:mmormngpapmkeﬁte
with a bang, E. J.?

The omate carving on the first-class
dining hall's Grnn':f Staircase is, in the
film as in the original, of “Honor and
Glory Crowning Time,” a somehow
prescient indication of how the new
publicity-driven century would
“honor” time as the marker of techno-
logical efficiency, eventually reducing
it to the same ted state as the
sunken statue itself.

As lsmay’s last line to Smith implies,
Titanic as Galatea is romantically and
sexually desired, at least before its voy-
age is consummated, while it still can
be idealized and controlled. When
young Rose snubs the big ship at first
sight with, “Idon'tseevt:l‘:lsnt the fuss
is about. It doesn't look any bi
than the Mawretania,” her fiance

upbraids her: “You can be
mg certain things, Rose, but
not about Jilamic™ Steaming west off
the coast of Ireland, in Smith
y commands his First Officer,

*Take her to sea, Mr. Murdoch. Let’s
stretch her legs.” In the male version of
the descent, accounts of the search for
the actual Titanicare saturated with the
romantic lust that typically accompa-
nies heroic exploration, and in thi
technological age, they are also mixed
with science. “As much as anything . . .
it was the scientific of actu-
ally visiting and filming the that
first captivated me,” Ballard recalls,

Ismay:
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“And yet the Titanic also appealed toa
romantic part of my personality—the
underwater adventurer, the submarine
cowboy” (1987, p. 43). Before he found
her, he “was not yet under her spell”
(p- 44) Once he is hooked, however,
the great liner calls him like the Lorelei
luring him to a perilous fate. “Tianic
was a mass of tangled wire
and jagged metal,” Parisi writes of
Cameron’s tenth dive, “Like any true
benulz. her charm drew you in despite

fact that familiarity could
have wounding consequences” (1998,

p- 76).
Indeed, finding her proves a mixed
blessi all, romance fades when

a person faces the real thing—and 7i-
lanic discovered was sometimes more—
and less—than the frontiersmen bar-
ined for. The first date is usually
glorious. Charles Haas of the Titanic
Historical Society said after seeing vid-
of the wreck, “ ‘It was like
meeting an old girlfriend with whom
you corre: ded for many, many
yem and this was our first face-to-face
.Jtwasa special feel-

"' F otedelel, 1996, p. 210).
But in Clive Cussler’s 1976 besl. seller,
Raise the Titanic’, Biel poinis out how
hera Dirk Pitt and his team raise the
ship, only to find that it is “ ‘a mess,
like a hideous old prostitute who dwelt
in dreams of better days and long-lost
beauty' ...” (quoted in Biel, p. 207).
On seeing the deck decimated by
wood-boring mollusks, Ballard laments,
“Gone was our hope of finding much
Titanic woodwork intact, her beauty
unblemished by the years” (1987, p.
190). * “Though still impressive in her
dimensions',” he for National
Geographic, “ ‘she is no longer the grace-
ful lady that sank a mere five days into
her maiden voyage. . . . Her beauty has
faded’ " (quoted in Biel. 1996, pp. 209-
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210). Ballard’s fame hitched him even
more surely to hers: “ ‘It seemed nice
al the time—you know, she was cute,
she was nice and all that sort of thing—
but now I'm married to her and won-
dering il I made a mistake. And I can’t
just walk away from this one. She won’t
let me.... There is no divorcing the

Titanic’ he complained, ‘Ever’” (p. 210).

Mother, virgin, maiden, lcu_l!gmﬂ,
vixen, siren, whore, hag, nag. Ti-
tanic is certainly a mixed bag of tricks
for those who fall under her spell. This
ship can seemingly be any kind of
woman except Virgin in the original
sense of “one-in-herself” unrelated to a
man (Harding, 1971, p. 103). She can-
not be whole as long as she serves
men’s unconscious needs, and her mak-
ers, captains, and explorers, within the
movie and without, are anything but
conscious about what these are. As the
most modern of man-made maidens,
Titanic was, in that famous paragon of
denial, “unsinkable™; it would not de-
scend to the depths, whether those be
merely inconvenient “moods” or a
more troublesome initiation into matu-
rity. When Rose mocks Ismay for be-
ing unaware of his own pretensions, he
mutters uncomfortably to the rest of
his dinner party, “Freud, who is he, is
he a passenger?”

Although perhaps not virginal,
young Rose is tied to Tilanic as a can-
vas for men’s soul projections, al-
though not those of the artist, Jack
Dawson. Rather, the first man drawn
to her is Brock Lovett who, like Kyle
Reese, “comes across time™ when he
fishes her picture out of the elements—
this time water rather than fire. Though
he is mostly interested in the diamond
necklace clearly visibile in the draw-
ing, which Cameron, who sketched it
himself, calls “soulful” (Marsh &
K:rldand, 1997, p. 117), Lovett encoun-
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ters the fortunate accident that in myth
30 often sets the unconscioua heroona
road to transformation. It is difficult to
tell whether Cal Aas a soul to project,
but he certainly Rose as a pos-
lelliontoduplayandcontml,alortof
Galatea he can dress m

and mold to his liking
nerforhu-promphngMollyBrownto
ask, “You gonna cut her meat for her,
too, there, Cal?” When Rose is imper-
tinent to Ismay, Molly warns, “She’s a

pistol, Cal, handle her,”
to which Culhope :::deloendmgly
“I may have to start

reads from now omn, won’t I, Mrl.
Brown?” Of course, Rose's mother
Ruth is Cal's ally, ing her daugh-
ter that they will both be penniless if
she doesn't mnn?r Cal, and as Jack
becomes a palpable threat, Cal’s efforts
il:nrein Rose in turn increasingly vio-
t.
Rose is poised as a Gelatea or a
young , then, much like the ship
she at first scorns, but her rebellious-
ness and curiosity, even before she
meets Jack, suggest that Rose is already
more mature than before she
meets Eros. Old Rose cements the con-

nection between her self and
Titanic to the crew as people
board the liner: * y I was ev-

erythmgawellbroughtupgu‘lshould
be. Inside I was screaming,” just as the
ship’s whistle acreams. She already

ahowuthecmomyﬂ:atprompul’:yche
tohghtl‘.he Ele remarking to Thomas
number of lifeboats

onbonrdunotadequatel‘orthepmen
ger list. She collects Impressionist and
Cubist paintings, forms that were at
that time collapsing realism and revolu-
tionizing the art world. Furthermore,
although she dresses the she is not
overly concerned with bI::'ty and be-
ing adored. Her remembrance of Cal's
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premntureweddmgg:ftofthenecklace
is that “it was o dreadful heavy thing.”
Unlike the vessel upon which
she travels, Rose is ready to unfurl.

The Humanization of Romance

Jack’s and Rose’s romance is “Ro-
meo and Juliet on a boat,” and also
“Tristan and Iseult,” who really did fall
accidentally in love on a boat. In all
three stories the girl is to marry
n.manshedoesnotlovefm'thel'lm
ly’s welfare; in all three the lovers dis-
obey and follow their hearts; and in all
three the couples are “star-crossed,”

apart by mischance and catestro-

. But this story is different. Biel,
whosez:ulggg')al of the Titanics
m 1 is loperoephve,
dl!tlhtl:eﬁlm:u phenom—

enon” because il tory“wlﬂ'la

ml%hﬁn”ltil,hcnom“mu-

ly, “a 12-step to becom-
ing a New Woman, with Jack as confes-
sor and facilitator™ (1998, unpag.).
Following the conventional dichotom
of admitting the visual effects are
“breathtaking™ but ing the love
story as ridiculous, he takes the film to
task not just because it is a swoon-fest,
but because it represents liberation as a
matter of selfactualization rather than
collective political action:

?No, | Admit

robaomahip probiems. Tell somebody
about them. q‘mst your instincts. Drlnl
beer. Dance with the . Close your
eyes and let the breeze blow through your
hair. Open your eyes. Pose nude. Have sex
in a car. Take a deep breath. Make each
day count. Fly. (unpag,)
Il this were really the Marxist-inspired
tale some have clai it to be, instead
of saying, “ ‘Make each day count’,”
Jack would shout, “ *‘Working men of
all countries, unite’l”
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Biel’s cynicism is based on the tired
academic assumption that all myths
are conservative, and that inner experi-
ence is something trivial to disclose
indiscriminately to others, an excuse to
avoid social action, but the only kind
that really produces political change.
This attitude unwittingly reproduces
social oppression because when inner
reality is denied it must be projected
onto someone or something else, an
inferior Other to be dominated (note
that Biel apparently wants only work-
ing mento unite). So what isso different
about Zitanic’s romance?

Although he is quite cnrna],_]a.ck has
some associations with a winged
Many note DiCaprio’s “merc

quality and “fey beauty” (Pﬂ.ml 1998
LHOO) Jack flies w:l:h Fabrizio and
with Rose on the bow; he has
rather improbable access to all three
levels of the ship, several
times out of nowhere; and when he
first gazes at Rose, his new [riend
Tommy Ryan chides him, “You'd as
like have angels {ly out of yer arse as 10
get next to the likes of her.” As Rose
descends in a lifeboat looking up at
Jack, a flare explodes behind him, cre-
ating a halo effect around his head.
Although DiCaprio initially would not
commit to the role because he wanted
Jack to be darker and more complex,
Cameron saw his purpose as unidi-
mensional and straightforward—Jack
* ‘lights up the screen and lights up this
girl's life’ * (Ansen, 1998a, pp. 61-62).
Jack evokes more than one mythic allu-
sion, but surely an inner Eros is among
them—not the husband who wants his
wife to stay unconscious, but the inte-
rior masculine of the latter part of the
story who helps Rose through Psyche’s
maturing tasks. Also recalling Eros, Jack
is Rose’s physical lover as well.
Jack’s role as Rose’s soul-mate be-
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gins when he talks her out of the sui-
cide she may or may not have been
intending. Clearly, Rose is distressed
over the confined cenainties of her life
with Cal, but she has already glimpsed
Jack briefly, and who is lo say that
something is not already brewing at
the edge of her a.wareneu"‘ After all, it
will take an Amazonian effort to break
away [rom her family, not 1o mention
having to face the more urgent tasks
once the ship hits the ice. Perhaps her
“Psyche” wants to give up, or perhaps
she is ready to * Death” and end
her girlhood. Whatever her reasons,
when she tells Jack to stay back, he
ingists, “I can’t, I'm involved now.”
With the help of fairy godmother Molly
Brown, who transforms Aém into a Cin-
derella (Jack is at least as much the
object of the gaze in this film as Rose,
who rejects her status as Galatea.}, Jack
dines with first class and tempts Rose
with a note to “Make it count. Meet me
at the clock.” She accompanies him to
a “real party” in steerage where she
seizes a beer almost as “the crystal
goblet of the water of life” as in Psyche’s
third task. Here she impresses Jack's
friends with her strength, not her
beauty, converting the ethereally femi-
nine stance of dallsf poinie into a game
of macho one-upsmanship.

Cowed temporarily by Cal’s vio-
lence the next morning, Rose resists
Jack's istent attempts to liberate
her. When he finally corners her in the
gymnasium, she tells him that she’ll be
fine.

Juck: Really? T don™ think so. :'hey've
t trapped, Rose. And you're
ggnz:udie if you don't brenkyfree—
maybe not right away because
you're strong, but sooner or later
that fire that I love about you, Rose,
thai fire's gonna burn ouL
Rose: 1t's not up to vou to save me, Jack.



ack: You're can do that.
{!me: I'mmm%ygmm.
The key is that Jack tries to get Rose to
realize her desires, not his own. She is
nol a damasel in distress, but a woman
who can stoke her own fire. Like the
ants, he is helping her to sort out the
seeds of her life that initially seemed
wodumﬂngforhertohmdle.h?hati:
really important? As in Psyche’s trip
into the underworid, she must ignore
the needs of iety, Cal,
be lh bekind. Rose grasp her charge
whenlhegﬁl;:plelannlllgirlbeing

h:glbluen;::;ﬂ:fdnrmm m be%:

her eyes, Rose throws off young

Psyche/Gelatea for good. In their erotic
but reckless

Rose wearing
evade Cal’s manservant, make love in
a Renault, kiss on the deck—Jack and
Rose now seem much like Romeo and

Juliet, or Tristan and Iseult. With eyes ing

only for each other, Jack and Rose
throw caution to the winds, obeying
the morality of love and nothing else.
Only it is also here that young Rose’s
descent begins in eamnest, for their

is now entering the ice fields.

As with their romantic

of course, everything that can go wrong
does. Their fate to lg:’le-led
when their moonlit kiss is shattered as
s:u‘I and ice collide. From here on,
Jack and Rose endure the trip into
Hades together, replete with gender
reve:nl:luRoserescuesmd Ja;:::b&:ckmhil
watery dungeon clim on
the ship when she realizea Cal does not
have a “deal” to save him. When the
ship ﬁnalltgfomden,th switch roles
aguin, with Jack advising when to
jump and how to surfece, and giving
her the floating fragment-for-one. More

escapadesJack sketches J;
onlndl’lJinmond,ﬂny

like Eros and Psyche than Tristan and
Iseult, Jack and Rose help each other
to live rather than to die.

on new life”

. Swimming desper-
ately to a floating victim, she takes a
st e =ien
itdle A
her and Titanic’s i "st::rea;§
full circle as the scene cuts (o the deep-
seeing eye of Old Rose.

Her tale of descent now complete,
Old Rose still must finish her long
journey. “A woman’s heart is a deep
ocean of secrets,” she tells her grand-
daughter back on the “But now
you know there was a man named Jack
Daw:on.a.ndtlmthela.vedb:le,inev-

way that a can be saved. [
ﬂ't e{en havepe:':incmre of him. He
exists now only in my memory.” We
again see the aging wreck, and then are
returned to the stern of the
where Rose, her last secret in hand,

climbs up on the railing, bright red
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toenails shining in the moonlight. With
a hushed gasp, she tosses the diamond
necklace into the sea, where it sinks
slowly in a circular dance, like a fish,
like a heart.
In his analysis of “Tristan and Iseult,”
Johnson relates a man’s dream that he
considers a collective vision for how a
modern Westerner might resolve his
awful struggles with his Lady Soul and
romantic love. It is worth citing in full:
| am carrying the bell that once belonged
to the Virgin Mary to the great basilica
which was built centuries ago to house it
when it was found. The shape of the bell
was known, and a niche has been prepared
over the altar, exactly the correct size to fit
the bell. A priest has been on duty at all
times for several centuries to accept the
bell when it would be retumed. I walk into
the basilica, down the long aisle, and pre-
sent the bell to the waiting priest. Together
we lift it up and hang it from the hook in its
niche. The bell fits its place perfectly.
The priest has been instructed to go to the
west end of the basilica, when the Virgin's
bell should be retumed, and to ring the
great bells in the towers to announce to the
world that the bell had been found and
returned to Christianity. Those great bells
have never sounded in all the years of their
life, but have waited until the day when the
bell of the Virgin Mary would be returned.
I sit on a bench by the side of the aliar
while the priest hurriea the length of the
basilica to ring the great bells.

What should I do? Should 1 wail and claim
all the fame and adulation that would come
to me as the discoverer of the bell of the
Virgin Mary? Or should I slip quietly away
and avoid all the involvement? The priest,
in his excitement, has not looked aL me, so
1 could siill claim anonymity. I decide on
the latter.
Just as the great bells begin to ring and the
lown’s populace begins to rush toward the
basilica, I slip out a side door and begin my
solitary journey out of the city. (1983, pp.
179-180)
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“The soul finds its way into our lives
through one great open gap in the
ego’s armor: romantic love,” Johnson
writes, and that is why “it has become
by default, the vessel in which we

to contain everything that has
been excluded from our ego empi
everything of the unconsci that
is numinous, unfathomable, awesome,
all that inspires worship in us” (p. 185).
In Zilanic, the iceberg rips that “great
o in the ‘s armor,” and
inp;:ed?rl::mnnlic 1353 rushes in to fill
the rift. In the dream, the bell carrier
puts the divine part of himself—and if
this is a “big dream” for the collective,
of all of us— into the cathedral, the
inner where it belongs, 50 he can
live the human part “in ordinariness
and simplicity. We must take our soul
out of romantic love and return it to an
inner place-the inner cathedral” (p.
181). The bell “sends forth a sound
that is pure feeling, that darts past the
mind and sets up an involuntary rever-
beration in the soul” (p. 182). Bul this
is too heavy a burden that Western
man has carried for too long, trying to
live out in physical relationships what
really belongs to the gods—that is, in
the inner Psyche.

Just as the dreamer exits through the
side door, ducking the adulation and
riches that surely would have come to
him, Rose remains uninfected by the
publicity-seeking epidemic of her times
and has not profited from the necklace
or from her story; she has not even, as
the Chicago Tribunesell-righteously sug-
gested, sold the diamond to finance the
Jack Dawson School of Fine Art (1998,
P- 5). Rather, she takes to heart what
Tristan and Iseuit and Romeo and Ju-
liet could not, the difference between a
human life and the inner life of the
soul. We see that she has kept her
promise to Jack, as the camera pans
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the photos she’s .rllo::f'
whchl:ell story of a real life richly
hved.'I'hereunoplz:calmdenoeof
Jack anywhere, says, nor does
thereneedlnbe forheﬂleelnstlonlym
her memory which, as the song says,
goeionoghetdremn
Perhaps Rose is now or,
morelikely,lhehncompletedherlife
“full circle.” Fr&:: whatever this
sleep is aboard the Keldysh, we
one final time from the research vessel
to its dark shadow ship below, and as
ide along the the old wreck
fi out and comes to life, and we
laertheballmom.Sommymlhere,
rich and poor, shipbuilders and
ca:ualhelonelndal]. is
in white for her . She
amdlﬂmeGrmdSturcuewherechk
awaits her, and kiss as the crowd
The be hung back in the
“the Heart of the Ocean”
given back to itself, the collective can

Titanic no longer must be the
?ﬂpofDreumonn uncon-
summated maiden v last

Ihingweseeilthelw mandala-like
and iron dome over-
. La Loba has sung over the bones,
and now they can rest.

Epilogue

In the Eros and myth, Aphro-
dite orders Psyche to gather the golden
fleece from the fierce rams in a certain

across a river. At the time this
myth emerged, the estion that
Payche should get any of this stuff at all
'was quite nove| for e golden fleece is
alogusymbolmmyﬂu,andﬂlenmu
enmg:nd wer,alwa.ysaa—
masculine ( Johnson,
19)76 P:l; c‘lise Nm:lzlmn,ﬂ‘1956/I97l s P
99 is to e reeds grow-
ing by the wner-l:Ke is advised
nature—not to take the fleece that atill
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grows on the rams, but to gather just

enough to please Api hrodme(_]ohmon.

1976, pp. 55, 58). The tufts

on the trees will do, for "elemenul

I:nowledge connected to elemental
of destroying instanta-

neouslfms 56) Butevennaturelmml

cllconce:tthatwuldteachull’m-
metheus’ or Icarus’ lessons have not.
Thus it is not trye that the sinking of
the Titanicin 1912 was “the end of an
era” as Walter Lord claimed, or that
“mankind’s faith in its own indomi-
table power

Cameron pronounced (Chambers,
1998, p. 34). The TTanic as irrevocable
mnrker event is part of its enduring
, but rarely have we in real-
lultforthegoldoftech
nologlcn.l perfection or yielded the
fleece to the Goddess of Love.
Rose may be the hervine of this
latest Titanic, but il is the men who are
left to cary on its legacy. Perhaps it is

worth how those
this s within the film and without,
have related to the ship. The mont

relevant masculine symbols here are
Ballard, Cameron, and the film’s Brock
Lovett, whom Cameron acknow

is a stand-in for himself (Chambers,
1998, p. 40; Parisi, 1998, p. 69), and
whoalsoseemsloreprelemna.llard In
fact, Ballard’s search for the Tianic
evolved directly from the better known
masculine story of the Golden Fleece
in which a ram with a hide
saved a boy and a girl from death at the
hands of their father and stepmother
by gathering them upandﬂymg away.

boy was carried safe

lnngdom, but the gurlwuc{-oppedmlo
the sea and drowned. That is, the inner
feminine that could compensate for
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masculine “ram energy” fell into the
sea of Western culture’s unconscious
(Johnson, 1976, pp. 54-55). The boy
sacrificed the ram and gave the fleece
to his king. Later, Jason forcefully cap-
tured this symbol of logos with the help
of the sorceress Medea, whom he then
spurned for a political marriage—a de-
nial of women that resulted in Medea’s
terrible vengeance of killing her own
children to save them from exile.
Ballard writes that in 1980 he'd
“dreamed about” the visual-
imaging technology that would eventu-
ate in finding the 7itanicand wanted to
name it Argo/Jason: “I had chosen the
name Argo as a reference to Jason and
his mythological ship the Argo, which
sailed in search of the Golden Fleece in
the ancient Greek legend. It seemed

jate for whn.l T hoped would
become the cu edge in deep-sea
research” (1987, p. 83).¢ Ballard suc-

cessfully secured tlle backing of the
Office of Naval Research by persuad-
ing them that this technology held great
promise for submarine warfare. He ap-
parently saw the search as commercial
as well as military, for he refers to the
one hundred square miles of ocean
floor where he would look for the 7i-
lanic as “a big piece of real estate” (pp.
83-87). He lets on that his initial search
for the ship was *“a sort of diver’s Mount
Everest” (p. 8), that is, more of an
upward quest than an inward descent.
Similarly, Cameron remembers his first
dive as a nightmare because his own
egocentric vision kept him from seeing
the wreck until he was fifteen feet from
it. He bad “made the mistake of not
lewting 7Titanic talk to me [him]. 1 was
like the astronauts who experienced
the moon as a series of checklists and
mission protocols” (Marsh & Kirkland,
1997, p. xi).
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Both Ballard and Cameron had simi-
lar “conversion ces” of sorts

experien

when they actually encountered the
Titgnic—a softening when the human
story crept into their technologlca]
mindset, creating a gap in their ego’s
armor. We have already observed Bal-
lard’s tearful and “religious” moment
when he found the remains, and after
returning to the Keldysh from his sec-
ond dive, Cameron writes, “| was over-
whelmed by emotion. I had known the
event so intimately from my research,
and now I had been on the deck of the
ship itself, and it just flooded over me.
zvept )I.'or the innocents who died there™
p. ix

Such changes of heart are typical of
masculine mythic heroes who experi-
ence a deep encounter with feminine
symbols (Rushing & Frentz, 1995, pp.
74-77, 213-221; von Franz, 1974, PP-
58—69) We have 10 wonder, however,
just how indelible these particular con-
versions are. Ballard achieved heroic
status, of course, upon finding the ship.
Indeed, his discovery in some ways
transformed “a symbol of failure into
an affirmation of progress,” as Ballard
represented himself, and others saw
him, as a “hero who overcame limits,

who made progress ible by resm
ing comtrmlr:u—m o'fom words, a fro

tier hero™ (Biel, 1996, p. 213). As Blel
documents, the achievement fit well
into the liberated entrepreneurialism
of the 1980s, contribuling in fiction
and in reality to the buildup of military
research and defense in Reagan’s
struggle against the Soviets. Ballard im-
mediately turned himself into an enter-
tainment commodity using his success
to compete with the space for
funding (pp. 213-222), and enjoying
the status of elder statesman in many
documentaries and books accompany-
ing the film’s mania. In a remarkable
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redux, the entertainment wrote
incessantly about the financial fiasco
Cameron was creating down in Mexico
onlyto spin the nto yet another
the ﬁrstwh:.ﬂ'
of Ihe m’s problble success was
sensed. Now Cameron became a color-
ful hero with the courage to resist the
Hollywood “suits” who ordered him
to curtail his tionistic vision and
reign this e t in. Even before this
film Cameron was “a godhead of gad-
getry, revered with an awe usually re-
served for rock stars or computer soft-
ware billionaires” (Parisi, 1998, p. 188).
Now he is one of the most t after
filmmakers in Hollywood. Whereas
Ballard did not wish to plunder Titanic
onlumfacmw;snomoreul immune
to braggi t his ist success
x.mstpeat“s oddltha:t‘vpvluCamem
took it upon I:u:mnelf to
ﬂku:hcally a crinc who not to
his movie (Ansen, 1998b, p. 70},
and who unfortunately, hm.lelgmk'
kine from the film, declared
of the world” atﬂ'leAcademyAwards
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Fortunately, the creative place myths
come from often exceeds the ego's
Seckof e R, Ron'grenimgh

of 's -
ter, Lizzie, tells Brock Lovglt;tnhat she is
sorry he didn't find the diamond.
Lovett tells her he was saving the cigar
he is holding until he foundthe]ewel,
but apparently not needing this kind of
celebration after witnessing Rose’s
story, he throws it into the sea—this
almost campy symbol of masculine po-
tency now ing space with Rose’s
feminized “Heart of the Ocean.”
“Three years, I've thought of nothing
Titanic, but 1 never got it,” he
says, ] never Jet it in.” As his name
seems to indicate, he had to give up
exploiting the feminine treasure he so
ardently sought when he learned to
“love it.” We cannot count on
our mythmakers to model for us them-
selves the “better angels” of their own
stories, but we do have those stories,
and perhaps they could change us if we
would choose to let them in. O

Notes

in Blede Runner Eldon Tyrell

engineers a replicant “niece,” Rachel, who subse-

ero Rick Dec
T.I‘El ntly fally in love with the hero Dec{ud.ln the novelistic sequel to the film, it iy revealed
Tyrell made Rachel to fulll his own sexeal desirea (Jeter, 1995).

This rendition of the ltarf is condensed from Robert Johnson's retelling (1983) which is based

primarily upon Bedier (1945

*We have condensed this story from versions
which Is reproduced in full in Neumann (1956/1971). We use *

Robert Joh 976) and
by jo nson (1 1r)n|he Apuleius (1910)

than Venus, and

the more familiar “Eros” rather than his “*Amor” or the Valentine card-evoking “Cupid.”

%ewﬁﬂmtdﬂiﬁmﬂmﬂﬂmd%rﬂhrhxnﬂnﬁ%ﬂm
Fleece Awards, which were towed on tures e t ridiculous;
R 1006, St (hough

Ballard implied the joke was on the senator
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