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BIHAPHICTb Y «®ATA/IBHOMY IIOTA3ID»

EMUJII ®OKC KAJIEC

When Fatal Attraction appeared in 1987 it was generally
dismissed as a formulaic Hollywood horror movie. The
narrative is all too predictable (particularly for those familiar
with Adrian Lyne’s other work): a happily married Manhattan
attorney Dan Gallagher (Michael Douglas) engages in a
weekend sexual encounter with a single woman named Alex
Forrest (Glenn Close) while his family is out of town. The
woman refuses to relinquish the relationship and threatens to
destroy his domestic life.

Neither Lyne nor screenwriter James Deardon are interested in
investigating the dynamics of marital in delity or the
motivations driving the husband’s behavior. Instead the film

Komu y 1987 poui Bwuiinia cTpiuka «PamanvHuil
BOHAa 3arajloM HE crpuiManacs sK TUIIOBHH
roJutiByACkkui GinbM skaxiB. CrokeT HaaTO repeadavyBaHui
(ocobmuBO U1 THUX, XTO 3HAaHOMHUI 3 IHIIUMH poOoTaMu
Anpiana Jlaiina):
Manrerrena Jlen ["amarep (Maiikn [lyrnac) Ha BUXIIHHUX
BCTYIIA€ B CTAaTE€Bl 3B’sA3KM 3 CaMOTHBOIO IKIHKOIO AJeKC
@opect (I'nenn Kioy3), noku foro poauHa 3a mictroM. JKiHka
He Oaka€ po3ipBaTH CTOCYHKH W TIOTPOXKYE 3pYHHYBATH HOTO
CIMEHHE KUTTS.

Ami Jlaiin, ani cuenapuct [Dreiimc dipioH He 3alikaBieHi y
BUBYCHHI PO3BUTKY POAMHHMX CTOCYHKIB YM MOTHBALi, 110
00YyMOBITIOE gyonoBika. Hatomicteh  (iabM

nomsie»,

IACIAMBUM  OJpPYKEHUU aJBOKAT 3

MOBEIIHKY




retreats to the conventions of the horror-film genre precisely
because it is unable to resolve cultural conflicts and sexual
anxieties that are split off and ‘projected” on to the cinema
screen.

Just as dreams, fairytales and myths require interpretation to
yield their underlying psychosocial significance, so too the
monstrous alien forces and violent images of the typical
‘slasher’ movie contain unconscious and unresolved material
that are never commented upon in any conscious way. In its
inability to express or wrestle with ambivalence using insight
capacities the popular genre film thus exhibits the ‘blind spot’
that has led to the characterization of the screen itself as
‘something of a symptom’ by film theorist Mayne (1990, p. 41).

3aJIMLIAETBCA B TPAAULIAX JKaHPY JKaxiB, OCKUIBKM BiH HE
BUpILIY€E KyJIbTYypHI KOH(IIKTH ¥ cekcyaiibHl (oOii, KOTpi
«IPOCKTYIOTHCS» Ha BEJIMKUN €KPaH BIIOKPEMIICHO.

[Toxi6HO MO TOTO, SIK MpIi, Ka3ku ¥ MipU MOTPEOYIOThH
IHTeprpeTaiii, oo Ppo3KpUTH iX ©0a30Bl1 MCHUXOCOLIATBHI
3HA4YEHHSA, CXOXUM 4YHMHOM JKaxJuBl apmili NpuOynbLiB Ta
KOPCTOKI  00Opasu Xoppop-PLabMy
HECBIIOMUN 1 TaOyioBaHWI MaTepiaj, 0 aX HIIK HE €

TUIIOBOIO MICTSTh
OYEBUHUM. BUKOPHCTOBYIOYM MOKJIMBOCTI MacKyBaHHS B
CTPUIKHI  TONYJSPHOro aHpy, (uUIbM, HECNPOMOKHUK
B1100pa3uTu ab0 moOOPOTH CYNEPEUHOCTI, IEMOHCTPYE «CIIMY
IUISIMY», IO [pHUBEJa J0 XAPAKTEPUCTUKH CaMOro €KpaHy
KiHOKpuTHKOM Maiinom (1990, ctop. 41) sik «1110Ch HA KIITAIT

CHUMIITOMY».

In this context, reading the film as cultural myth,
manifesting the contemporary collective psyche and socio-
political reality of its time, proves a more productive enterprise.
Fatal Attraction belongs to a group of Hollywood films that
emerged in the postfeminist period of the nineteen eighties and
early nineties which might well be called ‘backlash’ films, a
popular cultural response to changes in women’s economic and
political status.

Y  1mbOoMy  KOHTEKCTI, biTEMy
KyJIbTYpHOro Midy € OUulbll NMPOAYKTHMBHUM IMIJIX00M, IO

CIIYT'YE HOOKa30M KOJICKTHBHOI

IIpOYHTAHHA AK

MCUXIYHOT Ta COIMIATBHO-
MOJIITUYHOI peajbHOCTI CBOro 4vacy. «®@amanvuuii nomsey
HAJIC)KUTH 10 TPYIH TOUTIBYACHKUX (DUIBMIB, 110 3’ IBUJIUCS B
noctgeminictuunuii nepiox 1980 — mou. 1990-x pp., Axui
LIJIKOM MO€e OyTH Ha3BaHUI NEPI0JOM «HETATUBHUX» (PLIbMIB




Such films as Sea of Love (1990), Basic Instinct (1992), Black
Widow (1987), Disclosure (1994) and Working Girl (1988)
depict women who either through sexual seduction or
professional power seek to dominate and destroy a male
protagonist by their drive to possess, devour or annihilate him.

Psychoanalytic interpretations of the cinematic convention of
the predatory woman stalking a helpless male (Lurie, 1981-2;
Modelski, 1988; Gabbard and Gabbard, 1993) have suggested
that Hollywood mainstream cinema, for the most part produced
and directed by males (although Fatal Attraction was co-
produced by a woman, Sherry Lansing), are projections of male
anxiety about their ‘castration’ and loss of potency—i.e. loss of
exclusive dominance and entitlement in the workplace, the
bedroom, the military and other institutional domains. As such,
these films represent a form of cultural myth-making which
seeks to regain a sense of control over the social forces
threatening traditional patriarchal order and stability.

— TOMYJISPHOI KYJIbTYPHOK pEakli€erd Ha 3MiHM B
€KOHOMIYHOMY i MOJITHYHOMY CTAaTYCl KIHOK.
Taxi ¢imbmu, sk «Mope «koxauns» (1990), «Ocrosruii

incmunkm» (1992), «Yopra eoosa» (1987), «Buxpumms»
(1994) ta «/linosa Oisuuna» (1988) 300pakyrOTh KIHOK, SKI
abo uepe3 cekcyanbHe 3BaOJeHHA ab0 KOPIOpPaTHBHY BIIAdy
NparHyTh JIOMIHYBaTH 1 3JlaMaTh TOJIOBHOI'O Ieposi-40JIOBIKa
BIJIITOBIJIHO J10 1X Oa)kaHHSI BOJIOMIITH, MOTJIMHYTH YX 3HUILIUTH
OCTaHHBOTO.

[IcuxoanamTUYHI TIyMa4YeHHS KiHeMarorpadiqyHoi yMOBHOI
XMHKOT JK1HKH, fKa TMepeciiaye 0e3nopaaHoro donoika (JIypi,
1981-2; Mouenecki, 1988; I'ab6apa, 1993), npunycruim, 1o
OCHOBHUI HampsM B KiHO B [omniByay 3ae0U1bIIOTO
BHPOOJIAETHCS 1 KEPYETHCS YOJIOBIKaMH (Xo4a 1 « PamanvHui
nomsie» OyB crniBnpoarocoBanuii xinkoto, Ileppi Jlencir) —1e
MPOEKI[ii YOJIOBIHOro CTpaxy ILIOJO0 IX «KacTpalii» Ta BTpaTH
MOTEHIIi, TOOTO BTPAaTH BUHSATKOBOTO JIOMIHYBaHHS Ta TpaBa
Ha poOoyoMy MicCli, CrHajdbHI, BIHCHKOBIH Ta IHIIMX
iHCcTUTYIIHHUX cdepax. Ak Taki, 1w ¢GumbMu € (HOpMOIO
CTBOPEHHS KYyJbTYpHHX MiiB, $SKI NparHyTb BIIHOBUTH
1110
TpaJuUIAHOMY marpiapxajbHOMYy Jaay Ta

NOYyTTs COLIaJIbHUMHU

3arPOKYIOTh

KOHTPOJIH Hal CHJIAMH,

CcTabIIBHOCTI.




The myth in these backlash films is embodied in the cinematic
image of the female predator, who represents the monstrous or
murderous nature of feminine power, and the social message
behind the myth is that women who have large appetites for
competition, exertion of will and assertion of their own needs
must indeed be monsters—unnatural, grotesque and most
decidedly ‘unfeminine’. Ultimately, they must be destroyed and
male-dominated order—is to be

contained if order—i.e.

restored.

Thus Fatal Attraction’s use of the horror-genre template goes
beyond cinematic convention to serve as an expression of the
unconscious need to kill off the invading monster who would
destroy not only hearth and home but also the fundamental
organization of power and dominance in domestic life, where a
man’s home is indeed his castle. The female ‘monster’ in Fatal
Attraction becomes, in the most literal and symbolic sense, a
man’s worst nightmare.

Mid y mmx CKENTUYHO-HETaTUBHUX (PiUIbMax BTUIIOETHCS B
KiHemaTorpadigHOMy 00pa3i XMKo1 KIHKH, IKUH SIBIISE COOOI0
KaXJIMBUM YU CMEPTOHOCHMM XapakTep JKIHOYOi CHiIM, a
COIIaJIbHUN MOCHJI, IO CTOITh 32 Mi)OM, TIOJIATAE B TOMY, IO
KIHKH, $SIKI MaloTh BEJAMKI MparHeHHs [J0 KOHKYpEHILii,
BOJICBUSIBJICHHSI 1 YTBEPJUKCHHS BJIACHUX NOTpeO, aiHCHO
NOBUHHI OyTH MOHCTpaMU — HENPUPOIHI, TPOTECKHI Ta
HAWOLIBIN pillydl — «HEeKIHOYHDY. HacamkiHelb, BOHU MarOTh
OyTH 3HHIIEHI — TOOTO YOJOBIYE JOMIHYBaHHS Mae OyTu
BiTHOBIICHE.

Takum uymHOM, MAGNMOH KaHPY JKaxiB, SIKHH BUKOPHUCTOBYE
«Damanvrutt nomse» BUXOJAUTh 32 paMKU KiHeMaTorpadigyHoi
JIOMOBJICHOCTI, 1LI00 CIyryBaTd BHMpPa3OM HECBIOMOIO B
HEOOXIIHOCTI BOMTH MOHCTpa, SKMH BAEpPCS 1 3HMLIUTH HE
TUIbKM JOMAIlIHE BOTHMIE 1 OYIWHOK, ajne i OCHOBY
oprasizauii BiIaJd Ta AOMIHYBAHHS y CIMEHHOMY KHTTI, JI€
OyIMHOK JIIOAMHHU € MIMCHO WOTo 3aMKOoM. JKiHOUHMI «MOHCTpP»
y «@amanonomy nomsszi» crae HaUOUIbLI OYKBaJIbHUM |

CHUMBOJIIYHUM CEHCOM — Haﬁl"ipl].lHM KommmMapom 4OJIOBIKA.

Beyond the psychosocial context, however, which must
also include acknowledgment of mounting anxiety in the
nineteen eighties about the AIDS epidemic, it is the film’s

OmHak 1mo3a rMcuxocoIiaIbHUM KOHTEKCTOM, SIKHI TaK0X
Ma€e BKJIIOYaTH B ceOe BU3HAHHA 3pPOCTAIOY0l TPUBOTH
BripoaoBk 1980-x pokiB crocoBHo eniaemito CHI/ly, y dinbmi




projected subjectivity of husband/lover Dan Gallagher as he
relates to the two women in his life that best reflects the
gendered binary informing the cultural construction of the
feminine.

And since that construction historically splits the maternal and
the sexual— the good and bad woman of the traditional
Madonna/whore dichotomy—the Kleinian paranoid-schizoid
position (1946) provides the most useful psychoanalytic model
to apply to an investigation of the unconscious anxieties of both
the film and its audience.

Gallagher’s inability to fuse the aggressive and nurturant parts
of his psyche or to merge his disparate needs for safety, security
and order, on the one hand; and the drive for sexual excitement,
destruction and the orgiastic possibilities within the darker side
of disordered experience, on the other, thus appears on the
screen not only as a projection of his own subjectivity but also
of his culture’s split construction of sexual difference.
Alex Forrest’s sexual promiscuity and aggression,
dangerous manipulation and seductiveness, is continually
contrasted to Gallagher’s wife Beth, the domesticated ‘good’
woman who represents the moral center of the family and
source of maternity, order and stability.

her

3aKJlaJieHa cy0’ €KTUBHICTb — 40JI0BiK / koxaHub Jlen ["anarep,
OCKUIBKH BIH Ma€ BIIHOILIEHHS /10 IBOX XKIHOK Y CBOEMY XKHTTI,

10 Hakkpame BigoOpaxkae reHAepHYy OIHAPHICTh, sKa
iH(OpMYE PO KYJIBTYpPHE KOHCTPYIOBAHHS KIHOYOTO.
[, oOcCkiTbkM I KOHCTPYKI[S ICTOPMYHO  PO3IICIUIIOE

MaTEepUHCBbKE Ta CEKCyaJlbHE — TrapHy Ta IOraHy XIHKY 3
TpaauiliiHOi AuxoTomii MajoHHa / TOBIS — MapaHOIAHO-
mu3oigHa mo3uiis Knsita (1946) 3a0e3nedye HaWOLIbII
pe3yNbTaTUBHY MCUX0AHATITHYHY MOJEIb JIJIs 3aCTOCOBYBaHHS
Y JAOCIIKEHH] HECBIIOMUX TPUBOT 000X (p1iIbM Ta iX IJIs11a4iB.
Hecnpomoxnicte ['amarepa moegHyBaTH arpecuWBHI Ta
HecTaOIJIbHI YacTWHU CBOEI TNICHXIKHM, YH TO€JHATH HOTO
HEOHOPiIHI MOTpeOu B Oe3reli, 3aXUCTI Ta MOPSJIKY, 3 OJTHOTO
OOKy; 1 IpUBIJ ISl CEKCYallbHOI'O a)K10Ta)Ky, pyHMHYBaHHS Ta
UKy EHEprilo Me)ax TEeMHOI CTOPOHM HEBIOPSIKOBAHOIO
JIOCBI/lY, 3 IHIIOrO, TAKUM YUHOM, 3 ABJISETHCS HA CKpaHi HE
TUIBKA SIK TPOEKIlS BJIACHOI CyO’€KTHOCTI, a TaKOX
KYJIBTYPHHI PO3PHUB Yy MOOYIOBI CEKCyadbHUX BIIAMIHHOCTEH.
CexcyanbHa po30enieHicTh Ta arpecis Anekc Popect, ii
HeOe3rneyHa MaHINYyJISTUBHICTh Ta CHOKYCJIMBICTb, MOCTIHHO
npyxuni [anarepa, ber,
KIHI, SIKa € MOpaJIbHUM ILICHTPOM POJUHH,

JDKEPEJIOM MaTepUHCTBA, NOPSJIKY Ta CTAOUIBHOCTI.

IIPOTUCTABJISIETHCS JOMaUIH1H

«rapHii»




The cinematic vehicle that serves as a visual code expressing
this split is the motif of the double, in which mise en scene,
cinematography and narrative structure illuminate the
polarization that the two females images represent. In the
primitive psychic territory the film recreates, where the
experience of persecution cannot co-exist with safety or love,
the two women shadow each other as embodied projections of
the husband/lover’s inability to manage aggression while
maintaining relationship and trust.

Each woman is associated with two contrasting worlds,
the urban and the pastoral, a doubling that is played out in the
film’s settings and imagery. In the opening shot, the camera
slowly pans across the New York cityscape of rooftops and
watertowers silhouetted against a lurid orange sunset, while an
eerily silent soundtrack is broken only by sounds of traffic
rising from below — the rush of a train, honking cars—as the
camera closes in on a window in an apartment building to reveal
the Gallaghers getting dressed for a party, a scene designed to
immediately establish the family’s happy equilibrium.

KiHoTeaTp, 110 CITy’KUTb Bi3yaJbHUM KOJOM, L0 BUpaXKae Leh
pO3pHB, € MOTHBOM PO3JIBOEHOCTI, B SIKIH pekucypa,
KiHeMaTorpad CTPYKTypa

MOJIAPU3aIliio, SKY TMPEACTaBIAI0Th 00pa3u 000X JkiHOK. Ha

Ta HapaTHBHA BUCBITIIOIOTH
NEPBUHHIN MCUXIUHIH TepuTOpii HiIbM BIATBOPIOE, € JOCBII
nepeciilyBaHHsI HE MOXXE CIHIBICHyBaTH 3 0€3MeKO Y
KOXaHHSAM, 1Bl )KIHKM, TiHI OJIHA OJHOI, SIK BTUICHI MPOEKIIiT
HE3aTHOCTI YOJIOBIKa / KOXaHIl KepyBaTH arpeciero,
30epirarouu BIIHOCHHHU Ta JIOBIPY.

KoxHa KiHKa acoLIIETbCS 3 JBOMa KOHTPACTHUMHU
CBITAMH — MICBKMMHU Ta MAacCTOpPaIbHUMHU, TIOJABOEHHS, SIKE
posirpyetbcst B odopmieHHi 1 oOpazax ¢inemy. B mepumx
KaJpax Kamepa T[OBUIbHO KOTHUTLCS MICBKMMH Tei3axaMu
Hero-Fopka — 1axaM i BOJOTiHHAM BeskaM, BUMATbOBYETHCS Ha
Tl CSIFOYOT0 [MOMAapaH4YeBOro 3aX0iy, B TOM 4ac SIK KaxXJIUBO
TUXUH CAayHATPEK pO30MBAETHCSA TUIBKHU 3ByKaMH 3pOCTal0uOro
Tpadiky — MOTATa, 1110 MOCMHIlIa€e, aBTOMOO1IB, 1110 CUTHATISITh,
MOKM KaJp HE 3YNHUHAETbCS Ha BIKHI 0aratokBapTUPHOIO
OyauHKY, 1100 1moka3aTH, mo ['anarepu oasrHeH1 1Sl BEHIPKH,
ClieHa, MOKJIWKAaHa HEeralHO BCTAHOBHUTH IACIWBY pPIBHOBAry
POJIUHU.

Hpyxuna ["anarepa, betr, BAKOPUCTOBYE CBOIO CEKCYalbHICTb,

11106 3aJ00pUTH CBOrO BIEPTOrO YOJOBIKA Ha KYIIBIIO




Gallagher’s wife Beth uses her sexuality to cajole her reluctant
husband into buying a suburban domestic refuge, whereas Alex
uses it for seduction and sexual possession. The new family
home is imaged in the film as a veritable pastoral idyll—
complete with lush foliage, spacious gardens and the proverbial
white picket fence. Inside, the hearth burns cheerily; the little
daughter romps with the family dog; homey colonial furniture
and paintings adorn the spotless kitchen. In stark contrast to this
tidy bucolic paradise, Alex Forrest dwells in an urban Hades:
she lures Dan to her loft in the bowels of the city, a meat-
packing district where fires burn in trash barrels ghoulishly
illuminating raw and bloody carcasses. Shadowy figures of
nighttime revelers emerge and disappear into dimly lit alleys.

3aMICBKOT0 OYIUHKY, TOA1 K AJIEKC BUKOPUCTOBYE HOTO IS
CIIOKYCH Ta CEKCyallbHOro BOJOAIHHA. HoBuili cimelHui
OyauHOK BigoOpaxkaeTbes B (BiIbMi K CHpaBKHS MacTHPCbKa
i1JTisl, HATTOBHEHA MUNTHOO 3€JICHHIO, TPOCTOPUMH CaJjaMU Ta
OUTOCHIKHUM TapkaHOM. BcepennHi )KBaBO TOPUTh BOTHHIIIE;
MaJIeHbKa JOHbKa IpaeTbCsi 3 COOAKOKW POAMHM; [IOMaIlllHI
CTAapOBUHHI MeOJ1 Ta KapTUHM MPUKpaLIalOTh O€3/10raHHy
KyxHio. Ha BigMiHy BiJ IIbOr0 OXalfHOTO OYKOJIYHOTO parlo,
Anexc DopecT mMenikae B MICbKOMY TEKJIi: BOHA CIOKYIIIA€
Jlena 5o il MaHcapau B cepeuHi micta, M’ siCOKOMOIHAT, 1€
rOpATH BOTHI B CMITTEBHX O0YKaX, M0 TYCTO OCBITIIOIOTH CHPI
1 kpuBaBi Tyl [Toxmypi ¢irypu HIYHHX I'yJIsiK 3’ IBISIFOTBCS 1
3HUKAIOTh B NIOTaHO OCBITJIICHUX allesiX.

After dancing all night at a nightclub, Alex engages Gallagher
in a wild sexual orgy while riding up a huge creaking freight
elevator. In short, Alex Forrest is a denizen of the urban
underworld—and looks the part. Her fingernails ngernails are
long and painted red; her hair is a wild tangle of loose curls; and
in one scene she greets Gallagher wearing an undergarment
straight from a bordello wardrobe; she is depicted as the

[Ticns TaHUIB 10 CBITAaHKY B HIYHOMY KiayOi AJieKC BTArye
["amarepa no AWKOi cekcyanbHOI Oprii MmiJ 4Yac MigidoMy Ha
BEJIMUE3HOMY CKpPHUIIyYOMY BaHTaKHOMY JidpTi. OgHuM
cioBoM, Anexc DopecT BUIIIALAE HEHAUYE € YACTHHOIO
MICBKOTO KpMMiHAIBHOTO CBiTY. Ii HirTi 10Bri i nopapbosaHi
4YepBOHUM; Ti BOJIOCCS — 1€ MKW My40K BUIbHUX KY4epiB; 1 B
OJHIM 31 cueH BOHa 3ycTpivyae [amarepa B HYKHIA OUIM3HI
npsaMo 3 rapaepoda nmyoaigyHoro OyAMHKY; BOHA 300paky€eThCs




‘wicked woman’, a modern-day siren who would lure the
innocent husband from his happy home.

The doubling motif underscores the duality between the
two women in Gallagher’s life in another major aspect of the
feminine, that of the maternal. Much of the narrative revolves
around Alex’s insistence that she is pregnant with Gallagher’s
child, for which she demands his responsibility as she continues
to stalk him and his family. The film contextualizes the
possibility of her maternity as unnatural and highly suspect —
she will stop at nothing to get her man—and she is so
pathological and monstrous in her rage at rejection that the
prospect of maternity is designed to repulse the viewer. The
doubling of the maternal as nurturant and sinister, reflecting the
Kleinian (1953) ‘good breast/bad breast’ split projection of
loving and destructive self objects, occurs in a peak moment in
the film when Alex disappears with Gallagher’s daughter.

Here the editing continuously cuts from shots of the panic-
stricken ‘real’ mother searching for her abducted child to the
false mother taking the child on a wild rollercoaster ride in an
amusement park. The little girl screams in combined terror and

SIK  «TpillHA JKIHKa», CydacHa CHUpEHa, fAKa BUMAaHUTh
HEBUHHOI'O Y0OJIOBIKA 3 HOIO IIAacIUBOI OCElTl.

MOTHB MOABOEHHS MIAKPECTIOE AYaIbHICTh MK ABOMA
JKIHKaMW B KUTTI ['aylarepa B IHIIOMY Ba)KIIMBOMY acCIEKTI
JKIHOYOT O, 3HayHa YacTUHa
o0epTaeTbcs HAaBKOJIO BUMOTH AJIEKC 70 TOTO, III0 BOHA BariTHa
nutuHoto ["amarepa,

BIJIMOBIAAILHOCTI, TOMY BOHA ITPOJIOBIKYE MEPECTIYBATH HOTO

MAaTEPUHCHKOIO. CIOKETY

JUis KOl BOHA BHUMAarae Moro
Ta #Woro poauHy. DiTbM KOHTEKCTyasi3ye€ MOXKJIUBICTH 1l
MaTepUHCTBA SIK HENPUPOAHOIO 1 JY)KE I1103pIOBAHOrO, i
HIYOTO HE 3YMHUHUTH, 00 OTpUMATH i1 YOJIOBIKAa, 1 BOHA TaK
MaTOJIOTIYHO 1 5KaXJINBO PO3JIOYEHA YEPE3 YOJIOBIYY BiJAMOBY,
IO MEpPCIEeKTUBA MATEPUHCTBA TOKIMKAHA BiALIUTOBXHYTH
rasaada. biHapHICTh MaTepUHCTBA K BUXOBHOTO 1 3JI0BICHOTO,
3riIHO 3 «Xopoumumu / noranumu rpyabmuy Kisitn (1953),
pO3ApOOICHY MPOCKIiI0 JIOOAAYMX 1 JIFOACH, CXUIBHUX 0
caMOpyiHYBaHHS, BIIOYyBa€ThCS B MIKOBUH MOMEHT, KOJIH
AJlekc 3HUKAE 3 JOHBKOO | 'anarepa.

B nganomy wmicui

«CHpaBXkHBOI» MaTepi, Mo nepOyBae B maHiUi ¥ mrykae ii

pelaKilisl TMOCTIMHO CKOpOYy€E Kajapu

BUKpaJCHY AUTUHY, HA KOPUCTH (ajblIUBOI MaTepl, sika oepe
JUTHHY Ha J0BOJI HeOe3leyHe KaTaHHS Ha ripkax y Mapky
po3Bar. MajieHbKka JIBYMHKA KPHUYUTh Y MOEJHAHOMY TEpOpi i




delight at the thrilling danger of the ride—yet another doubling:
this time of her father Dan’s ambivalent attraction to the wild
freedom Alex represents. As the imposter-mother drops off the
child after their escapade, she asks for a goodbye kiss. The child
dutifully responds, as if she accepts this stranger as a
sufficiently recognizable facsimile of her ‘real’ mother.

3aXOIIJIIOETHCS XBUJIIOIOUOK0 HEOE3MEeKO KaTaHHS — IIe OJHE
MOJBOEHHS: B IIci 4ac ii 0aTeko JleH amMOIBaJeHTHO TSKIE JI0
cBO0OIM, SIKOIW € AleKc.
BIZITyCKA€ JWTHHY IIIC/ISI CBOEI aBaHTIOPH, BOHA MPOCUTH Ha

JUKOT Sk martu-camo3BaHKa
NpPOLIAHHS MOLUTYHOK. J{MTHHA MOKIPJAMBO BiANOBiIAE, HIOH
BOHA MpHiiMae UBOTO HE3HANOMLS $K JOCHUTH BITI3HaBaHE
(akcumiibHE 300paskeHHs 11 «CIPaBKHBO» MaTepi.

The relationship with Alex Forrest forces Gallagher to
onfront his own sexual animalism and aggression as she
displays her own. Here the images of the film suggest the
conflicted subjectivity of its protagonist through doubling of
scene and setting as the camera cuts constantly between the two
worlds of the urban loft and the suburban home. The first sexual
encounter with Alex, depicted as a moment of wild abandon,
takes place in Alex’s loft kitchen—Iiterally on the sink filled
with dirty dishes. Later Gallagher returns to the same kitchen,
this time in a murderous rage, and the ensuing struggle with
Alex for a kitchen knife generates the same sexual energy as
when they had made love. His face contorts with brutal fury as
he grips her neck and smashes her head against the bathroom
tile while the sounds of breaking glass and furniture are
amplified in the best horror-genre tradition. Both are sweating

Crocynku 3 Ausexkc @opect 3MmywyrTh [‘anarepa
MPOTUCTOSITH BIIACHOMY CEKCYalbHOMY TIOTSTY i arpecii, Koau
BOHA JEMOHCTpye cBoi. B mbpoMy MoMeHTI kaapu (uibMY
CBIIYaTh MPO CYMEPEWIMBY CYO €KTHICTH HOTO TOJIOBHOTO
repost uepes NiICUJICHHS CLEHHM Ta XYJI0KHIM O(QOPMIICHHSM,
KOJIM Kamepa JOCBiA 3 AJiekc, 300paXkeHO SK MOMEHT JUKOi
pO3MnycTH, BiIOYBA€ThCA B MaHCap/AHid KyXHi OyKBaJIbHO Ha
paKoOBHHI, HATIOBHEH1H OpyaHuMu ctpaBamu. [li3aime [Manarep
MOBEPTAETLCS Ha Ty caMy KyXHIO, Ha LIeil pa3 B THITIOUOMY
THIBI, a Mojanbiia 00poThda 3 AJEKCOM 3a KyXOHHUW HIK -
MOPO/DKYE TAKY JK CEKCyaJlbHY €HEprito, siK 1 TOJl, KOJU BOHU
Koxamucsi. Floro oGmuaus BHKPHBISETHCS B JKOPCTOKI JOTI,
KOJIM BIH CTHCKAE ii IIHIO 1 p030MBa€E rosioBy 00 IJIMTKY BaHHOI,
a 3BYKM PO3OMTTA CKJa Ta MeOJIIB MOCHUIIIOIOTHCS B Kpalllii
Tpaaulii xkaHpy xkaxi. O0uaBa BOHU MITHIIOTH 1 3a/IUXAIOTHCH,




and gasping for breath, much like they were depicted in the
earlier scene of sexual passion; here once again, Alex turns on
the faucet in the kitchen sink and splashes water on her face,
providing yet another doubling image. And, after Gallagher
releases her, Alex’s face takes on a smile of gratification as if
she has just had an orgasm.

TaK camMO fK BOHM OynM 300pakeHi Ha MOMepelIHid CIeHI
Anexc wme pas
MOBEPTAETHCS /10 KpaHa B KyXOHHINH MU, OpU3KHU BOAW HA Ti

CEKCyaJlbHOI MpPHUCTpacTi; B I CLEHI
00440 3a0€3MeuyoTh Iie OAUH OiHapHUi o0pa3. | michs,
["anarep Biamyckae T1i, oOnuuusi AJIEKC PO3IJIMBAETHCS B
MOCMILLILI 33/I0BOJICHHS, SIK HIOM y Hel IoHHO OyB oprasm.

The return to the loft kitchen also allows us to ‘double
back’ in time to trace Gallagher’s descent into increasingly
more unrestrained behavior. As he struggles to push back
against the desire of forbidden untapped passions and
aggressive drives, his only resolution to the conflict would
appear to be to destroy the woman who embodies these desires.
As Cowie points out in her discussion of the femme fatale in

film noir:
The violent retribution so often enacted upon the femme fatale
by the plot and/or the male hero bears witness not so much to
patriarchal ideology as to the man’s inverse desire to control
and punish the object of desire who has unmanned him by
arousing his passive desire.

(1993, p. 125).

[ToBepHEHHST 10 KyXHI Ha TOPHIII-MaHCAp/l TaKOXK Ja€e
HaM 3MOTY «IIOBEPHYTHCS Y 4Yaci», MO0 NPOCTEKUTH SK
["anarep cmyckaeTbes 10 Bce OLTBII HECTPUMHOI MOBEMIHKH. SK
BIH HaMaraeTbCcsi BTPUMATUCh BiJ OaxaHHs TaOyHOBaHUX
Hepeai30BaHuX TPUCTpPACcTel W arpecMBHUX OakaHb, HOTO
€IMHE PpIIIEHHd LbOro KOH(IIKTY, MaOyTs,

3HUILEHH] KIHKH, gKa BTUTIOE 111 OaxkanHs. Sk 3a3Hayae Kosi B

nmojsrace B

JUCKYCIT 1100 KIHOYOT 10JI1 Y hinbmi-Hyap:
JXopcetoka Biammara, sika TaKk 4YacTO 3aCTOCOBYETHCS IO
(haranbHOT KIHKM 3 CrokeTy, Ta / abo 4oJjoBIYMi repoit
CBIIYNUTBL HE CTUILKH MPO HaTpiapXajbHy I1€0JIOri0, CKUIbKH
Mpo 3BOPOTHE OaXkaHHS YOJIOBIKA KOHTPOJIIOBATH 1 KapaTu
00’exkT OaxkaHHs, SKUH HE MNUBKHUBIIOE HOro, BHKIMKAOUYH
qoJIoBIiUe nmacuBHe OaxkanHs (1993, c. 125).

And indeed, Alex ‘unmans’ Gallagher after arousing that
desire. At their very first encounter at an office cocktail party

I cipaBai, Anekc «kactpyBana» ["anarepa micis Toro,
K B HBOTO 3’sBWiIOCS 1e OakanHs. [lim wac ix Haimepnoi
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she taunts him for his domestication: ‘Better run along’, she
teases as his wife beckons from across the room. The ensuing
scene shows him very much domesticated: his desire for sex
with his wife must be postponed for household chores—
walking the dog, attending to his daughter; later he stares
longingly at his wife’s body in her underwear as she dresses for
dinner but his initiation of lovemaking is interrupted by the
arrival of their guests.

Although the film takes pains to idealize the erotic possibilities
of the marriage, it never allows for their sexual fulfillment; and,
in fact, there are no scenes showing the conjugal couple making
love. Beth Gallagher remains an elusive object of desire, thus
representing the ‘immaculate’ maternal aspect of the feminine
split off from the sexual.

Conversely, Alex Forrest both encourages Gallagher’s
sexual desire and challenges him to risk the security of his
domestic ties; she is the knowing adult, the sophisticated
woman of the world, who sees his vulnerability and mockingly

3yCTpi4l HAa KOKTEWIb-BEYiplli, BOHA 3HYLIA€Tbcid 3 HOro
OJIOMAIIHEHHS: «JIIIE TIKAHTe», BOHA APaKHUTh, SIK HOTO
HactynHa cueHa
JIEMOHCTPYE MOMY, 110 BiH BEJIMKUN JOMOCH[: HOTo OakaHHs

JpYy’)KMHA MA€TbCAd MO BCIM KIMHATI.

BIAKJIACTH  HA

cobaku,

cnaTd 31 CBOEK  JAPYKHHOIO  CHijl

poboTH

JOMOTOCTIOAAPChKI BUTYJIFOBaHHS
BIZIBIAYBAHHS JIOHbKH; MI3HIILIE BIH 3 CYMOM IHJIHO JHBHUTHCS
Ha TUIO CBO€1 APY:KMHU B HIKHIA OITM3HI, KOJU BOHA
OJISITAETHCS HA BEYEPIO, alie MOoro 1HIIIaThBa JTI000BHUX 3a0aB
nepepBajacs BI3UTOM iXHIX IOCTEH.

Xova (imbM 3MyIHIye 11eami3yBaTH €pPOTUYHI MOJKIUBOCTI
100y, BIH HIKOJIM HE JOITyCKae iX CeKCyallbHOI pearizauii; I,
(akTHUHO, HEMAE HISKUX CIOXKETIB, K1 O 1OKa3alu MoAPYKHIO
napy, sika 0 koxanace. ber ['anarep 3anuiaeTscsi HEBIOBUMUM
00’ekTOM  OakaHHSA, TaKUM  YHHOM, PEIPE3CHTYIOUYU
«Oe3710raHHMt» MaTCPUHCBKUI AaCMEKT JKIHOYOro PO3KOIY
CEKCYaJIBHOTO.

I, HaBnaku, Asiekc @opecT SIK 3a0X04Uy€e CEKCyallbHe
OaskanHs ['anarepa, Tak i 3MyIlye #O0ro pu3UKyBaTu OE3MEKOI0
CBOIX CIMEHHHX 3B’s3KIB; BOHa € OOI3HAHO, JOPOCIIOIO,
BUTOHUYEHOIO JKIHKOIO CBITY, sika 0a4uTh CBOIO BPa3iMBICTD 1
3HYLIAETbCS HAJ HHMM, BUCMIIOIOYM HOro 3a Te, L0 BiH

«HecnyXHsaHuM xnomyuk». Crnioyarky ["anarep 3aiHTpUroBaHui
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chastises him for ‘being a naughty boy’. Initially Gallagher is
intrigued and allows the seduction, but he is also frightened by
his new lover’s wild energy and exhausted by her sexual
appetite. His impotence to stop her advances is most apparent
in the scene where he discovers she has gained entrance to his
New York apartment and stands helplessly trapped as Alex
brazenly weaves her spider’s web of deception with his
unsuspecting wife.

Gallagher 1s indeed lost in this Forrest-spun web; he is, after all,
a ‘babe in the woods’ in her experienced hands. As Alex
continues to stalk her prey, invading his suburban sanctuary,
killing the family’s pet rabbit and blowing up his car—yet
another assault on his masculinity—the film’s cinematic
elements dramatize Gallagher’s heightened fear and sense of
loss of control over his domain: the telephone’s shrill ring
shatters the peace of his Edenic home, the editing and pacing of
scenes becomes more jagged and the camera angles tilt and
distort spatial planes, employing Dutch-angle shots to refiect
not only Alex’s psychological imbalance but also Gallagher’s
own confusion at a world fast spinning out of his control.

M CIIOKyIIa€eThCs, aje BOJHOYAC HOTO JISIKAE JUKAa MPHUCTPACTh
HOBO1 KOXaHKHM, CEKCyaJlbHUM alleTUT SIKO1 BUCHa)Xye HOro,
HEMOB BHYaBJeHMH JuUMOH. Moro Gescuiuis OMUPATHUCS
HIIIaTHUB1, € HAUOUTBIII OYEBUIHUM B CIICHI, € BIH 3p0O3YyMIB,
110 BOHA Ma€ KITi04i Bij Horo kBaptupu B Hbto-Mopky it cTOITh
0e3roMIYHO B TACTIl, B TOW 4ac Sk Aliekc HaxaOHO 1uUieTe

NaByTHHY 0OMaHy 3 HOro APY>KMHOIO, SKa HIYOTr0 HE M103PIOE.

["anarep aiiicHo 3aryOuBcsi B LMX TeHeTax QopecT; BiH,
BPEUITI-PEIlT, Haue «IUTUHA B JIIC» B 1i JOCBITUYEHUX pyKax.
Ockuibku AJleKC TPOJIOBKYE CTEKUTH 33 CBOEK IKEPTBOIO,
BEPUIMCH Y HOro 3aMIChbKY CBATHHIO, BOMBAIOYH JOMALIHHOTIO
KpOJIFKa POJMHY Ta BUBOISMYH 3 JIay HOTO MallnHy, — 1€ OHA
aTaka Ha HOro MacKyJiHHICTh — KiHemaTorpadidHi eJIeMEHTH
¢uIBMY IpaMaTU3yIOTh MOCUJICHUH CTpax il BiQ4yTTsI BTpaTH
KOHTpOJO ['amarepa Haj MOTO BOJOMIHHSIMHU: MPOHU3IUBHN
Tese)OHHUI JI3BIHOK PO30MBAE CIOKIH y HOro IIaciIMBOMY
OyIMHKY, pefiaryBaHHsI Ta TEMII CIICH CTa€ OLTbIII CTPOKATHM, a
CHOTBOPHOIOTh  IPOCTOPOBI
KyT, 1100
BIATBOPUTH HE TUIBKM NCHUXOJOTIYHUMA aucOananc Asekc, a i

KyTH KaMepu HaxwisioTh |

IMJIOLIHUHH, BUKOPHCTOBYIOYH FOﬂﬂaHﬂ,CbKHﬁ
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This is the nightmare vision of a disruption in the social order
which would render him passive victim, conquered by the
sexual power and dominance of unrestrained female energy—
the cinematic reification of both intrapsychic and collective
cultural fear of persecution and annihilation in the form of the
invading alien Other of the horror-film genre.

IUTyTaHUHY Y BJIaCHOMY cBiTi ["anarepa, 1110 HIBUKO ONTMHUBCS
11032 HOro KOHTPOJIEM.

Lle GaueHHs NMOPYILIEHHS COLIAILHOTO JIay, HEMOB y HIYHOMY
KoIIMapi, sfKe 3poOuno O WOro MacHBHOK JKEPTBOKO, SKY
3aBOMOBAHO CEKCYaIbHOIO CUJIOIO Ta MaHyBaHHSAM HECTPUMHOT
eHeprii — KiHeMarorpadiune
Ta

KIHOYOT BiI0OpaskeHHS

BHYTPIIHBOIICUX1YHOTO KOJIEKTUBHOTO  KYJBTYPHOI'O
CTpaxy Mepe] MepeciiiyBaHHAM Ta 3HHUIICHHSAM Yy Qopmi
BTOPTHEHHS YY)KOPIAHOTO IHIIIOTO, MOCIYTOBYIOUHUCH KAHPOM

(biIBMY KaxiB.

Male anxiety at the prospect of impotence in the face of
such destructive energy is underscored by the climactic
bathroom scene. The interplay of doubling between Gallagher’s
two women finds final expression here as Alex and Beth
struggle symbolically not only for the man but also for their
lives. Wiping the fog from the bathroom mirror, the wife gazes
at her face only to see the reflection of the Other Woman. Here
the exchange of identities in the mirror image is illuminated by
Rank’s early work on the doppelganger in literature in which he
theorized its function as the embodiment of repressed or
unacceptable aspects of the self which stalks and terrifies, just
as Alex Forrest shadows the Gallaghers. Ultimately, says Rank,

Yomnosivua (HoOisi CTOCOBHO MEPCIIEKTUBU O€3CHILIS TIepe
pYMHIBHOI ~ €Heprii  MIAKPECTIOETHCS
KyJbMIHAIIMHOIO CLICHOK y BOUpanbHi. B3aemo3B’si30k MK

O0MYYsAM  TaKoi
pPO30BOEHHSAM MDK JBOMa JKiHKamMu [ajarepa 3HaXOIUTh
OCTAaTOYHE BHPAKCHHS TYT, Ko Alsekc i ber cuMBONi3ylOTh
00poThOY He TUIBKH 3a YOJIOBIKA, a i 3a iX KUTTA. Burnparoun
KOHJICHCAT 3 A3epKajia BAHHOI KIMHATH, APYKUHA TUBUTHCS HA
CBO€ OOIMYYSI JIMLIE JUIsl TOTo, 100 nmobayuTH Bi1oOpaKeHHs
1HIIO1 X1HKH. TyT OOMIH 1AEHTHYHOCTSIMH Y A3EPKATBLHOMY
BiI0OpayKEHH1 BUCBITIIOEThCS paHHBOIO pobortoro Panra B
JITEpaTypHOMY IEpPCOHaX1, B sAKIA BIH TEOPETH3YBaB HOro
GYHKIIIO SK BTUICHHS NPUAYIICHUX ab0 HENMPUUHSITHUX
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this ‘alien guest” must be destroyed: ‘The impulse to rid oneself

of the uncanny opponent in a violent manner is an essential
feature of the motif® (1914, p. 17).

In the ensuing battle, the knife-wielding Alex asserts her
possession of the home and the man: ‘What are you doing
here?” she demands of the terrified wife. To add to the
confusion of identity, the scene is shot with sufficient ambiguity
that, despite Alex’s grimace as she rips a white robe, it is
difficult to discern whose body she is cutting—her own or that
of her rival. It should be noted here that not only has Alex cut
herself in a previous scene—slashing her wrists when Gallagher
attempts to leave her loft—but also that the film works hard to
establish her psychopathology as a textbook case of borderline
personality disorder.

acrekTiB caMoro cede, KM CTHKAEThCS 1 rnepedyBae B 1IOL,
sk Anekc ®@opect — TiHb ['anarepa. 3pemToro, BBaxkae PaHk,
el «4Y)KOpPIAHUM ricTb» Mae OyTu 3HMineHui: «llomToBx,
1100 3BUTLHUTH ce0€ BiJI MOTOPOIITHOTO CYITPOTHBHHUKA HMIJIIXOM
HACHUJLJISA, € CYTTEBOIO 03HAKOIO MOTUBY» (1914, c. 17).

VY HacTynHiil OuTB1 AjneKkc, 030pO€Ha HOKEM, CTBEPIKAYE
1110 BoJiojiie OyauHkoM 1 yonoBikom: «lllo T TyT poOumi?» —
BuUMmarae Bia JApyxuHd. [1lo0 momatw [0 1IEHTHYHOCTI
TUTyTaHWHU, CIICHA 3HIMAEThCS 3 JOCTATHHOK JIBO3HAYHICTIO,
1110, HE3BaKAKOYH Ha rpuMacy AJiekc, KOJIM BOHA po3puBae Oty
MaHTII0, Ba¥KKO PO3II3HATH, YME TLJIO BOHA BUPI3a€ — ii BJacHe
yu 11 cynepHuui. Bapro 3a3HauumTu, 1o AJEKC HE TUIBKH
31amasia cebe Ha NornepeHii CLieHi, Mopi3aBIin CBOE 3aIl’ ACTs,
Koy I'ajlarep HamaraeTbcsl 3aJIMIINATH 11 MaHcapay, a i Te, 110
GiIbM mIpaloe Haja CTBOPEHHSM CBOET MCHXOMATOJION SK
NpUKIaa MiAPYYHHKA 3 EMOILIHHO HeCcTaOLIbHUM PO31aJioM
0COOHMCTOCTI.

While the narrative strives to provide sufficient symptomatic
evidence for the diagnosis, including demonstrations of mood
instability, self-mutilation and impulsive behavior, Alex’s
mental illness serves an equally important function in the
unconscious psychosocial unease embedded in the film: its

Xoua CIOKET mparHe 3a0e3Ne4yuTH CYTTEBI CHMITOMATHYHI
JOKa3M JUIs  JlarHo3y, B  TOMY JEMOHCTpaLlii
HeCcTabUILHOCTI HACTPOIO, CaMOOOMEKEHb Ta IMITYJbCHUBHOI
MOBEIHKH, JYyIIEBHa XBopoOa AJIeKC CIYKUTh OIHAKOBO
BAXJIMBY (YHKIIIO B HECBIZOMOMY TCHXOCOIIaJIbHOMY

quciIi
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anxiety about the power of a strong and passionate woman is
contained by her marginalization as the alien ‘other’. What
more effective way to accomplish this process than to transform
the initially independent and assertive professional into a
madwoman, driven to acts of terror and violence? Alex’s
descent into insanity is signaled by two images in the film: in
the first, she slashes her wrists wearing a white dress which
looks very much like a hospital straight-jacket; while in the
second, floating in the bathtub in another flowing white gown,
she reminds us of nothing so much as the drowned Ophelia after
she too has gone mad for love.

He3Ay)XaHH1, BOyZl0BaHOMY B ()UIbM: HOTO HACTpiil NIpo BiIALy
CHJIHOT Ta MPUCTPACHOT JKIHKH MICTUTHCS B 11 MapriHamizaiii
AK 4yxkOi «iHIo». Skuit 0i1bin eeKTUBHUN crocid q0CsarTu
IILOTO MPOIIECY, aHDK TEPETBOPUTH CIIOKOHBIYHO HE3AJICHKHY 1
npodeciitHo HAmOPUCTy B O0KEBLUILHY, L0 KEPYETHCS aKTaMU
Tepopy i HacuiabcTBa? Jlerpamauis Anexkc 10 Oe3ymcTBa
MapKy€eThCst IBOMA CroKeTaMH y (GiibMi: B Mepily 4epry, BoHa
CTHCKA€ CBO€ 3aIl’sICTS, OASTHEHA B OUTy CyKHIO, SIKa JIyXKe
CX0’a Ha TaMiBHY COPOYKY; a B APYromy, TIaBal04Y¥ B BaHHIH
B IHILIOMY M’ siKOMY O1JIOMY XaJiaTi, BOHA HIIIO Harajaye HaM TaK
Brorieny Odeniro micas Toro, K BOHA TEXK 31UIUIA 3 PO3yMY
yepe3 KOXaHHS.

While Gallagher would appear to have regained his prior
place as head of the household and protector of its occupants
(he is seen locking all the doors to keep out the alien invasion
from the Other Woman) it is in actuality his wife who ultimately
vanquishes Alex Forrest. True to the Hollywood horror-genre
formula, the monster does not die readily: Gallagher once again
attempts to destroy her using the knife, before strangling and
drowning her, but she rises from the watery bathtub depths for
a final assault—only to be killed at last by a gun fired by Beth
Gallagher.

Xoua ["anarep, 31aBanocs 0, TOBEPHYB CBOE MICIIE B pOJIi
rOJIOBH POAMHHM (MOTr0 MOMIYal0Th, KOJU BiH 3a4UHSE BC1 JIBEpPI
Ha K104, 100 BOEperTucss Bil BTOPTHEHHS YYXKOrO — IHIIOT
KiHkH ). Hacnipasi e ioro ipyKuHa, sika 3periToro nepemarae
Anexc ®opect. lllonpaBna, B pycini TOMLTIBYACEKOTO KaHPY
)KaxiB, YYJOBHUCbKO He mompe Jerko: [amarep me pas
HaMaraeTbcs MEPEMOTTH i1 32 JOTIOMOTOI0 HOXKa, TIEPEI TUM, K
JOYLUIUTH 1 TONUTH, ajie BOHA MIAHIMAETHCS 3 TNIMOMHU BaHHH,
HaIOBHEHOT BOJOIO JUIS OCTAaTOYHOI'O Hamajgy — TUIbKH JUis
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Indeed, all Gallagher’s efforts to protect his family and home
from the invading predator prove ineffective, symbolic of his
inability to resolve conflicting fears and desires. In the end it is
left to his wife to make good on her threat, announced in a
previous scene, in which she tells Alex Forrest: ‘If you ever
come near my family again I’ll kill you, you understand?” To
quote Gabbard and Gabbard: ‘Once again ..
recuperated a maternal phallic woman at the expense of a
trangressively non-maternal one’ (1993, p. 436).

. Hollywood has

Toro, mo6 OyTH BOMTOI HapemlITi, KyJiet, Mo BunycTuia ber
["anmarep.

Cnpasal, Bcl 3ycwiuis ['anarepa, cnpsiMoBaHI Ha 3aXHMCT CBOET
pPOJIMHU Ta JAOMY BiJl BTOPTHEHHS arpecopa, BUSIBIISIIOTHCS
110
CHpaBIATHCA 3 CTpaxaMH Ta Oa)kaHHSAMH, 1110 BHUHUKAIOTh.

HeeeKTUBHUMU, CUMBOJII3Y€  MOro  HE3JATHICTh
KiHenpb KiHIIEM 3aJUIIA€THCS HOTO APYKUHA, 11100 3HEIIKOAUTH
CBOIO 3arpo3y, 3aaHOHCOBAHA B MOIEPE/IHII CIEH], B Kil BOHA
roBoputh Anekc @opect: «Skio i KONU-HEOYTh HAOTUZUIIICS
J0 MO€i pOJMHHU 3HOBY, TO s Tebe BO’t0, TH pozymiem?»
LuTyroun
MaTEpPUHCBKY (paliuHy KIHKY 32 PaxyHOK TPaHCIPECHBHO He

marepuHcbkoi» (1993 p., c. 436).

['abapna: «3HOBY ['onniByn  BiTHOBHB

This impotence of the male protagonist to defend and
defeat the female predator is connected to yet another doubling
in the film subtext—that of gender duality. This appears at the
outset with the film’s choice of the name ‘Alex’, which could
denote a man as readily as a woman. And throughout the film
she represents not only the gendered stereotype of femininity—
seductive, manipulative, changeable, emotionally intense and
“irrational’—but she is also depicted as aggressive, independent
and assertive, traditionally ‘masculine’ gender traits.

LI HEecnpoMOXKHICTb TOJOBHOIO YOJIOBIYOIO I'eposi
3aXMINATH Ta NepeMaraTu Xuxy sKiHKY OB’ s3aHa 3 111e OJHUM
MOJIBOEHHSAM B MIATEKCT] (PUIbMY — FeHAEPHOIO AYaldbHICTIO. 3
CaMOor0 TOYaTKY 1€ 3’ ABISIETLCA M1 9ac BUOOPY Ha3BU DLIBMY
«ANeKcy, sika MOXKEe MMO3HA4YaTH YOJIOBIKA TaK CaMO JIETKO, SIK 1
XIHKy. | B ychoMy Gi1bM1 BOHA MPEACTaBISIE HE TLIBKH
r'eHJIepHUi CTCPEOTHII KIHOYHOCTI, CIIOKYCJIUBOI,
MaHINyJSTHBHOI, MIHJMBOI, €MOLIIMHOT Ta «ippalioHATIbHOTY,
alle BOHa TaKOX 300pa)<yeTbCsl SIK arpecuBHa, HE3aJlekKHa 1

HAIopUCTa TPAAMLIHHO «JOJIOBIYa» IeHICpHA PHUca.
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Significantly, it is when Alex manifests the male-identified
traits of aggression, anger and violence that the film portrays
her as monstrous and out of control. In this sense, Gallagher’s
subjectivity—threatened and revolted by Alex’s ‘unfeminine’
nature—mirrors the larger cultural construction of gender
identity into rigid binary codes both between as well as within
genders. The power of the behavioral code within genders also
finds expression in Alex’s attack on Gallagher’s sexual
orientation. Enraged at his rejection of her advances, she sends
him a vitriolic tape in which she assaults his masculinity. She
calls him a ‘flaming fucking faggot’ and taunts: ‘I bet you don’t
even like girls, do you?” She goes on to suggest he is ‘probably
scared’ of girls, a statement in this case not too far from the truth
in that we have already noted that he recoils at the strength of
Alex’s sexual energy and erotic impulsive behavior. He listens
to the accusatory tapes with grim fascination, only torn away by
his wife’s invitation to bed and with it the reassurance of his
masculine sexuality.

IToka3zoBo, came ToAl, KoJIN AJIEKC IEMOHCTPY€E OYEBHU/IHI PUCH
arpecii, THIBY Ta HACWJIbCTBA, (PLIbM 300paskye ii sIK )KaxJIUBY i
HEKOHTPOJIbOBaHY. Y naHii creHci cy0’ektHicTh [Mamarepa —
IiJ] 3arpo3010 MOBCTAHHS «HEKIHOYHOD» MPUPOAH AJEKC — 1€
n3epkano  Oulbliol reHIEpHOT
1IEHTUYHOCTI B )KOPCTKI O1HapH1 KOJH, K MK CTaTMH, TaK 1 B

KyJbTYpHOI  1OOYA0BHU
Mekax crareil. Cuja MmoBEINIHKOBOTO KOJIY BCEpeauHl CTaTl
TaKOXK BUPAKAETHCS B aralll AJIEKC Ha CEKCyaJIbHY OPIEHTALIII0
["amarepa. Po3ruiBana uepe3 Horo BIAMOBY Ha ii IHIIIATHBY,
BOHa HaJICWJIa€ HOMY BI3epyBaJlbHY CTpiuKy, B KOTpiii BOHa
CTaBHTh Il CYMHIB OTO MacKyliHHICTh. BoHa Ha3uBae ioro
«rajiar4uM JIOBOAHUM IreeM» M HacMiXaeTbes: «S BIIEBHEHA,
1110 TH HaBiTh HE JIFOOMII AIBYAT, YU HE TaK?», BOHA MPOIOBKYE
NpUIyCKaTH, 10 BIH «HANEBHO HaJIAKaHWiID» JiBYaTaMu, a
BUCJIOBJIIOBAHHS B LIbOMY BUIIA/IKy TEK HE JAJIEKO BiJl ICTUHH B
TOMY, 1110 MM BXKE BiJ3Ha4asd, 110 BiH BIAJAIAE€TbCS Bil CHIN
CEeKCyallbHOI €Heprii AJIeKC Ta epOTHYHOI IMITYJIbCHBHOI
noBeiHKH. BiH ciiyxae cioBa OOBUHYBa4Ye€HHs 3 MOXMYPHUM
3aXOMJICHHSIM, PO3IPBAaHUM JHIIE IHIATUBOIO APYXKUHU B
JIKKY, 1 B [IbOMY HOro 3alleBHs€ YOJIOBIYA CEKCYaIbHICTb.

Ultimately, despite the chaotic undermining of traditional
gender roles and the assault on male dominance, social and

Bpeuwri-pemr, He3Bakaloud Ha XaOTHYHUN HIJAPUB
TPaJULIAHUX TEHICPHUX POJIEH Ta IMOCSATaHHS Ha 4YOJIOBIYE
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familial order is restored. In the film’s final scene the alien
intruder is vanquished and peace descends once again upon the
Gallagher home, ‘framing’ the tale back to the opening shot of
domestic tranquility. We see Gallagher re-enter the protected
confines of the white picket fence, close the stained-glass front
door, which features a red heart in its center(!), and turn to
embrace his wife. As soft nostalgic music swells, the camera
slowly pans in and lingers on a family photo in the hall as credits
roll up the screen. Gallagher’s nightmare is over; he has
regained his dream of marital bliss while the primacy of
domestic life is reaffirmed for the viewing audience.

It is easy to read this final image as simply the formulaic
conclusion of the horror-film genre, where the restoration of
natural order typically follows the defeat of a monstrous
destructive force. It is also possible to read it as the appropriate
conclusion of a ‘cautionary’ film tale (Kael, 1994, p. 1150) that
serves to warn potentially erring mates about the dangers of
infidelity with strangers.

Thus the film allows the viewer to indulge in a fantasy of sexual
adventure while simultaneously providing the opportunity to
identify with its moral condemnation of such dangerous and

JIOMIHYBaHHS, BIIHOBJICHO COLlaJIbHUI Ta ciMeiHuil jaa. B
3aBepIIaJIbHIN CLIeH] PUIBMY 4yXKHil arpecop NnepeMoKeHUi, i
MHUp 3HOBY NPHUXOIUTH A0 OyauHky ['anarepa, «moBepTaroumn»
ITF0 Ka3Ky Ha3aj JIo MepIINX KaJpiB JTOMANTHLOTO CIIOKO0. Mu
O0aynMmo, mo [‘amarep noBepTaeTbcs A0 OE3MEYHUX OrOPOK
OuL10r0 TMapkaHy, 3aKpHBa€ BITPaKHE CKJIO, B LEHTPi SIKOTO
3HAXOJAUThCA 4epBoHe cepue(!), 1
OpykuHU. Miporo TOro sK M’siKa HOCTalbliiiHA My3HWKa

KUIAEThCA 0 0011M

MOCHJTIOETHCS, KaMepa MOBLUTLHO 3aHYPIOETHCS 1 3aTPUMYETHCSI
Ha ciMelHiii ¢poTorpadii B 3aj11, KOJIU TUTPH MIAHIMAIOTh €KpaH.
Kommap [Namarepa 3akiH4MBCS; BIH TIOBEPHYB CBOIO MPIIO MPO
MOJPYXKHE LIACTS, TOJI
MATBEPIKYETHCS JUISL Ay AUTOPII.

AK IIpuMaT pPOAHUHHOIO JKHTTA

Lleii KIHLEBHI CHOXKET JIETKO MPOYUTATHU SIK IPOCTO MOJEIbHUMN
BHCHOBOK aHpy (iibMiB-XKaxiB, e BIIHOBJICHHS HAJIEKHOIO
MOPAAKY 3a3BHYall BiAOYBAa€ThCS MICHS TOpPa3KH KaXJIUBOT
pyHHIBHOI Takoxx MoO)kHa
BIZIOBIJIHMI BMCHOBOK «IOBYa/IbHOI» icTopii ¢inemy (Kaeu,
1994, c. 1150), mo cnyrye 3acTepekeHHSIM sl JpPYy3iB, IO

HeOe3NeYHOMY  aJrobTepl 3

CHIIH. MMpOYHUTATH HOoro Sk

MOXYTh TMOMUJISATHCS B
MaJIO3HAHOMHUMHU.
Takum ynHOM, (DITBM JIO3BOJISIE TJISIaY€BI HACOJIOKYBATHCH

(aHTazi€er0 CeKcyaJbHOI NPHUrojaM, OJHOYACHO HAAaouu
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destructive exploits. It is also of interest in this context to note
that the film originally was scripted with a different ending in
which Alex Forrest commits suicide with the knife that had
Gallagher’s fingerprints on it, thus implicating him in her
murder. Apparently that ending met with disapproval from
sample audiences (Wedding and Boyd, 1999, p. 78) and was
replaced with the climactic bathroom scene and the subsequent
restoration of domestic harmony.

No doubt leaving the male protagonist in danger, still controlled
by Alex’s malevolence from the grave, would have been too
unsettling for the sensibility of the psychological undercurrent
that runs through the film. If Fatal Attraction and other films of
this period are indeed the manifestations of male anxiety at the
perceived threat of loss of social and political power, then the
cultural myth of the destructive and devouring predatory
woman demands her clear and unequivocal defeat. The male
hero may have been sorely tested and tempted, but in the end,
he (and his wife) overcome the forces that would subvert the
traditional order.

Thus he maintains a safe distance from the destructive half of
his own internal ‘double’ nature which, while it may remain

MOJIMBICTh PO3KPUTH MOPAIbLHUN OCY/] TAKUX HEOE3MeuHnX Ta
pPYHHIBHUX BYHMHKIB. Y IIbOMYy KOHTEKCTI TaKOX IIIKaBO
3a3HAYMTH, 110 ClieHapid (GuIbMY crovatky OyB HamucaHuit 3
iHmUM  ¢inariom, B skomy Anekc Dopect 3ailicHIOE
camoryocTBo HOKeM, e Oyiu BigOUTKY nasibiiB ["anarepa, mo
OueBHAHO, 11O

3aKIHYCHHS 3yCTPI4aIocs 3 HeNpUHHATTIM ayauTopii (Becuns

poOUTH HOro CHiBy4acHMKOM BOUBCTBA.

1 boiin 1999, c. 78), 1 Hioro 3aMiHWIN KIHIIEBOIO CIICHOKO Y

BOMpadbHI Ta TOJANBIIUM BIIHOBICHHIM

rapMOHii.
Be3cyMHIBHO, 3aJMIIUBIINNA TOJIOBHOTO TepOsi YONIOBIKA B

BHYTPIIIHBOT

HeOesmnenl, KU Bce IIEe KOHTPOJIOETHCS 3JI0M AJiekc 3
oyimo 0
MICUXOJIOTTYHOr0 JIEUTMOTUBY (itbMy. SKimo «@amanvruii

MOTHUJIH, HAJITO HECINOKIHHO JJs  BIIYYTTS
nomsey Ta iHI (IIBMH LBOr0 MEPIOAYy AIMCHO € MPOsSBAMHU
yos1oBivori ¢obii y CnpuHHATTI 3arpo3 BTPATH COLIaJbHOT Ta
NOJITHYHOI BIaAW, TOAl KYyABTYPHHU Mi) mMpo pyHHIBHY
rOJIOAHY XWXKY KIHKY, BHUMarae ii 4iTKOI 1 OJHO3HA4YHOI
nopasku. YonoBiuuii repoii, MOXKJIWBO, MaB HAJATO Oarato
BUIPOOOBYBaHb, aje, BpeWITi-pelut, BiH (1 Horo apyxuHa)
MOJI0JIaB CHJIM, SIKI MOIJIM O 3pyWHYBATH TPaaMLidHI CIMEIHI

YCTOI.
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