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ABSTRACT

This thesis consists of a rhetorical analysis of the
- film Version of'Rebecca,'difected by Alfred Hitchcock. By
identifying and interpreting_cinema£ic rhetorical
strategies éuch as camera angles, lighting, costume, and
spatial proxemiés which contribute to stereotyping in the
film version, and then comparing them to stereotyping in
" the novel by Daphne du Maurier, this thesis demonstrates
how Hitchcock’s portrayal of women in film has exploited .
female stereotypes.

lThis thesis will also consider the complicity of
spectators who participate in Hitchcock’s exploitation'of'

womern.
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INTRODUCTION

Throughout his career and aftér his death, Alfred
Hitéhcbck'develoPed various reputations among_film critics.
While some critics such as Robin Wood andALesley Brill
consider‘him to have been sensitive to women’s plight,
others such as Tania Modleski and Laura Mulvey, have labeled
him a misogynist. The disapproving criticisms are related to
Hitchcock’s negative represenﬁétion of women connected to
common themes such as lust,.voyeurism{ false accusation, and
murder fdund in his films. Interestingly, the iconic
Hifchcock has become better known to the world thaniany
othér director in history, and his cinematic entertainment
continues to be described as fascinating, mysterious,
captivating, bold and many times disturbing. Consequently,
film critics continue to investigate Hitchcock, his works,
and the contradiction of his reputations in order to
understand whether an actual intent against women existed
with this man of mystery.

Daphne du Maﬁrier wrote the novel Rebecca in 1938. The

vstereotypes in the novel reflect du Maurier’s time period



wheh men Qccupiedfm6é€'pdéiﬁidns. The'ﬁévei‘ié a.clé$sicv:
vgqthié"talé'in whichftﬁe hégéiﬁe bride coﬁeéiﬁ@féxhystérious,
héﬁse ana ﬁ%étrhsts;hér husbénd; jThe“centfalqﬁestiohjis '
*vwheﬁhér fhe:inseéure”bfidé}ééﬁva@fﬁ%t:tbvbéing:theﬁew
miétrééé.Oflthemansién;»ah&’aiéo win énd’keep'the IQVétéf
her'hefo—&illain husband; Thé»g@thié-herbinefé iﬂségurity,.
and Parénbigiis”afreépdnse_#Q her_éonfﬁsiénafrom béing‘
“mistreated‘And‘devéluéd'by ﬁén'in*abﬁan;s'world;du
Maurierhé readership wa$ an:cﬁrreﬁtlyﬂremains primarilyvﬂ?
wQﬁeﬁt jé;;§4pﬁ_shor§iyuafterithé hovel:was.wfittén‘and
‘ﬁWi£hin £h§ pé£iod:;f>Ciaé;;éél:ﬁéllywooa éinema? Alfred
Hitchéé?ﬁvairééféd_his.f;fstﬁfiimiin Amefica,vévfiim vefsibn
of’Rebéccag Thé‘ndvei.énd film‘usé stefébtypeé to heighten
,‘;th¢ impact'of ﬁhé char§¢ters,i§nd whilé the‘ste;eotypésvin _.h
both‘afé portfayed"as:hegéti&e,'ﬁitcﬁcbck?s vérsidn reveals
> 'the magnitude'ofjtﬁéir‘nééative aéﬁidtiéh. His film most
- notéblyvagsauits‘féma1é51fd?;theirkSé#uality.vBy idenﬁifying.‘
\ aﬁd‘ihterpretiﬁg Hitchébckafcinematic;misefen—Scéne
’rhetorici»throughtan éxaminatién:bffs§¢h factors as camera
'angles, settinQA iigﬂtiﬁg;’costumé, mékeﬁp, ahd sbafiél

proXémics that,¢éntributé‘to hégativé-étefeotyping in the



film, thiS'#héSis_willconsidér how ﬁitchéock'has éxploitédi
fémale-stereotYpes ﬁhroﬁgh his portréyal‘éf wOmen‘iﬁ
;Rebecca, wﬁilg at ghe‘same fimé éxcusiﬁg,men forltheif
criﬁes.v |

in:aadition; I will also coﬁsidervand‘pfébiematiéév
sbectatéréf complicity‘in perpetuating Hitéhcock's
_exploitatiOn;vTo éuppoft‘my findihgs}vmy thesis wili re;y
’vpfédomihaﬁtly’upqn_thé ekpefﬁise bf_film agtthities Dévid
Bordwgll and‘Kriétiﬁ'ThmeSOn,-Who'éxplain énd discuss.
.épproachéS‘ﬁo intérpreting fhetoricallyﬁsﬁch»éinémé;ic.
deviées as camera aﬁgies,»lighging; and costume} feminist
film éfitics‘Laura MulVey‘aﬁa Ténia Modleéki,_who offer an
intérpretatioh of how WOﬁen are‘objéctified:in moviés by
both men'and women ésfSpgctaths; andvp8ych6ahélytical
‘thééfiété;”Jaé&déé Lééah_énd>éigméndvFfeﬁd,:Who'explain ﬁhe 
Qomplékities aﬁd ae§ei¢§mén£ bf‘the.Unéons¢idﬁquriginsvQfg ‘
‘pleasure in vdeﬁrismvthat contribute to Our'pleasure‘in*

viewing films.



CHAPTER ONE-
Classical‘Narrative Film Normsv'
and

' Cinematic Techniques

The director_is=ﬁhe p}timaté ¢oofdinatqrf§nd creator

Qho regulates a1l decisiQnS'fegafding tﬁe coﬁposition of;a,
‘film;'Wﬂiléfhe'usuéilyvcollaborates wiﬁh produce;s,»}
cihématégraphers_and film’editors,'the ulﬁimate
 res§§nsibility}for:the shOts as they appéar in»filﬁ“rests
with him. In other wdfds,-fhé diréctor contrbls every aspecﬁ
bf what'we see:iﬁ a‘filﬁ; ﬁhévmiSe—en-scéné‘is pféciéely
 arréngéd aﬁd'differenﬁ.camera_angles are used to Créaté'
~various chgéen'points;of Viéw‘and charadterization.
ConséqUepEiy;‘thQ:QiréctQ?;edits thé spectatofs,in tb acti&e
obserﬁegé; mo§ing abo?t'iglﬁbéﬁﬁid8t~9f the actiOn where&er
ﬁe chpésgs'povié;a;them3;£ ; 

": Unlike most-direétdrs,uHitchcock‘Qas‘well known-for
ﬁaking,cdnﬁrol'of as ﬁaﬁy aspeCts‘Of his films aé‘possiblé.
’Bécaﬁsé he;creéted>ana.sketdhed a préciée ﬁlan‘Ohto

Storyboards.in adVance of how he wanted s;oriésrto be



filmed, he left minimal fdom for delegating the various

aspects of filmmaking to otherjfilmfcreWmembers.

‘FIn_Film Aft,,AnHiﬁtroéuCtiéh, DéVid Bordweilkana
'Krisfin Tthpsdn explainvthéﬁaééghetiés»Qf,filmmaking'and B
‘ Clas§icé1’Hoilfwood Cinéma; Histofically;véiﬁemé wés moStly;
;ruled.by é,sihgle mode df:narraﬁive:férm thaf.became anwnj 
asléléssical,bahd this mdde beééme’éhépéd>b§American B
._studios, predominahtlyvin Hollywo@dﬂ Ciassicai‘cinémé
'include§ i§§:own c5ﬁé£fuc£i§ﬁ_éfnérrétion}~The idea.of
'narrativé}dépenaé on_thévaséu£§££;£_that-the actién.will‘be
vdetérmiﬁedﬁgy thé‘ihaividuél:chéfACters‘wérkiﬁg'as caus§lF 
agénts.‘ThejanSes,jnatﬁralibr>societa1, may>serve as
éétal?été’for the action; but‘the éohflict\uéually centérS~
 »on_persénél}psyéhologicai ca#ées‘sﬁéhiaé fhe traits of a >
'dharaé;gf>épd}qﬁqiééé‘théy mightfmake that»ﬁové'the
vﬂarratiQé“fdﬁward;jAnvimpqrtaht trait thaﬁ often funéfioﬁéy'
to_move‘the_né%fétivéjalong'isldesife.'Thé desire
leétéblishéS é:g§a1 thét;thé'ﬁarrative helps'theAEhérécter%

i acﬁieve. In Classiééi nafréti§é;,éqfopbééition ¢reates‘v
YCaniiCt-with thié dééiré‘aﬁa'ﬁhe prdtagoﬁiét must sﬁruggle

to find a solution. It is also common for a Classical



Hollywood film to end at the same point of the narrative.
where it bégan, such as in Rebecca, we see Manderley in ruin
both in the beginning and at the end of the film. Also, true
to Classical form, Rebecca ends so that we learn what
happens to Qach of the characters, the answer to any
mystery, és well as the outdome of conflict. While many of
Hitchcock’s cinematic techniques fit into the Classical
Hollywood Cinema norm, he is renowned for his unique
application of narrative style.

The cause énd effect within Classical Cinema imply
change and prdgression. If the characters don’t need or want
to change anything, obviously change would not need to occur
and there wouldvbe no story to tell. The actions that occur‘
within the narrative are predominantly psychological causes
and it is these causes that move the narrative events along.
Time is subordinated to the causefeffect succession of
events; cqnsequently, the plot will ignore particular parts
éf the story in order to show only the important events. 1In
addition, other than flashbacks and Voice-oVers, the film
plot will usually show the story chronologically to pioduce

the most striking presentation of events. While several



i_cinematic fadtdréjhallmaﬁkiq:fiiﬁbas Claséical Héllwaod( f
- owill inciude é”brief dingési§ﬁ bf>thevcamefa’fechniquesi

5£hat Hitchcbck émpléys’in Rebééca'ﬁhat cont£ibﬁté to his 
_:depicting women”és nggétiye s£ere6typés.

Aifilﬁ‘shotlié like a blank_frémeéf:é Verycoﬁpléx

systemﬁéhét n§eds_to be;fiiled;'and-thé directqr chooses
| stfateéiég;and;techniqpes‘tb fillbthe b1§hk frame_byv
arranginé the misefeﬁfscéﬁe Within thekfofmai céntext of the

o total film. Theffilmed misefen—scéne includes cues that -

S

'force sbeéﬁatofs-to thice cértaih things, whiieiat the éamev'
't;me'no; néficé‘other’thingsu The direétdf‘also’coﬁtfqls‘the
'_qualities_bf ea¢h~shot,Athat is; how the image,is;'
photogfaphed énd:frémed aﬂa‘how léng fheuimage lasts onvﬁhe,’
-séréen; .Countlesé‘decisiéns withinféééh'qf ﬁhesé Cinematic.
 dbmaihs ére made,in Qrdef tO’convey thé p:eciée'image and
poiﬁt ofiﬁiéW'as desiréd by the direct6r{_

~fhévcom§§ﬁenfs of mise4en¥é¢éne rarely appear ing7‘f
isolétionf Eachvcbmenenﬁiis coﬁbined With thé~others‘tov
create atspecifiCVSYStem in ééch fiim.Aéfa.result,‘hOW'we:'
viéW'and.come tdbbelievevtheffiime’charéctersjand‘thé

' film’s point has everything to do with the director’s'



‘manipﬁlatiéﬁ Qf”the Véf%ous cbmbinatiqnsof.miseFen—sééﬁe{{
 ,th§'se£ti£g{ lighﬁiﬁé;‘CéétuméVéﬁd mékéﬁ§‘énd»épatial_w
pr§Xémiéé §fé’él1 eoofdinétéa ébnsistentl?:iﬂlprdérito
o creétefthé’feali£y_that the'diréctqr“chooéés to illustrate.

vA‘simpiifiéa?éxaﬁplé'might be ifvthe'difecﬁbrjdésires to'i'

fcreate.a film*ihVélVihg a“vampifé} and]he‘waﬁtsuéAto

_bélieve £he véﬁbiré is'reél;"Iflhe'éhéoéeé't6 pré$eht a -

, commohl& knoWn representétion of,aiyampiré,‘he WOpld}theﬁ :

'make.ﬁumeroﬁs Choicgs, most. likeiy‘bésed on'pur(

: SteréétypiEai nbtions,of what»Wé be1ieve aﬁ?ampire»woﬁ1d 
;floéK éﬁd_édtilike, and thén detérmihe;the mise—én¥sééne; The'-

' director might‘decidé thét we afe mudh.more‘likely to |
beiieve"injhiéﬁéﬁbiré hy'choosiﬁg to:film ié afgothi¢ “;]

' éetﬁiné,’enhéﬁééd>5y“aark'iiéhﬁing and'sho&ing'é‘full—lit _
mo@n.ihutﬁisseﬁﬁing/ wé Qduld.then>$ee‘a'chargcter

Costumed ina-darkvcloak?fwifh_lightiné étrategicaily |
focusedjffomvbelown#0 §qtliﬁe a pélé;ﬁhite'made—up face
contraétéd with dérk'éyebr§Ws, dark—outiined’eyes; sunken
:cheekS‘énd'dark’iips; When we'neXt'séé théFVampire;bhe'is
framed in'an;égtféﬁe close-up shot,‘pdsitioﬁed'very near to .

another person’s neck,  and we see him open his mouth to



iréveal £wo fangs. As a;resUiE'of thisvérréhgement, we;arér
imméaia£e1Y C5mpélledtoweﬁpect-that?the‘Vémbire‘will»
strike. The‘direétéf can‘als§ cfeatebadditioﬁal éuspénéé 35 
vweil as invoke fear'in thé‘sééc#éﬁors by;haVing the»vémpiré
.lowerbhié.head siightly_aﬁd stafejéévefal §eéonds.difeCﬁly
g into'ﬁheavictim’s1eyeé, mévebquickly éf"élowly,'of‘open,his
capef#li;Width”£o'displaY ahtimageJOf bat—like_wingé..The/ 
overallvédﬁﬁoéitioh éf'this.miée—en;sééne thus fulfills our
eXped#ation7and belief that what we~sée_is_indéed,a vampire..

: Classical HoilyWoodiﬁilmmakihglcustomarily‘useé at
leéstbthreg'light séurces, Oné_comeé diagonally from.the
front, a second‘from the rearvénd above, and the third from
a position neér'the cémera.'The'lighting manipulates areas
_ within'the'fréme'to varyiﬁg degrées that guide our eyes to
partiéuléf ébjécps’aﬁd actiéns,.revéaling what the direcfor
wants QS td séé:énd Céncéaling,what'he déesn’t‘want us ‘to
see. Consequently, a bright 1ight,from a chosen source can
‘bé produced to cue our‘éyéé to‘ndticé something, while‘a
shadeimay dréw-our attention to what wevsuspect might be

. : : c

hidden within or behind it. Lighting is also used to

‘articulate textures, shape objects, and create attached



,'shédéwsvas_weli-as Cast‘shadéwé,  Differentvuée$vof 1ight
?an’alsp heip creaté our sense'of‘a 3cenefé plaée.lother
‘major featurés of’lighting céntrol;the-iﬁtensity Qf the;
"illumination; the path71ighﬁvtakes from‘its sourcé to the
'objeqt-itiiS’lightihg; the sé&erai‘iight Sourcés th§t ¢reéte
' differénﬁ'éffeéts wiﬁhin gach shot;'andlcolor, in which
.doior‘filters are used to éreate special effe¢ts. All of
théée:faétoﬁs»bf‘lighﬁiné;éfejusedindividﬁaily or.in

B combihapi§nqu coﬁtrdl £hé lb§kiand functién of a shot.
Accqrdiﬁgly, thefe is a close assbciati6n~between lightingn‘
and modd;~ A,faée, When‘iit predominantly from‘beiow,
appeafs sinister‘andee react COrrespohdingly with ﬁéar.
Other'lightingieffeété'iﬁciude 1ong'menacing éhadows ﬁhat
:create ohé(partiéular'mood as oppoéed’to full‘éﬁnlightb’
Streaming thrbﬁgh'the windows that‘creaﬁes_another; Darkﬁéss '
tends to aépress ouf spirits;'Whi;e avéreat‘ébundancé of
light helps to raiée them, and direét( ha;éh light feveals'
sharply theimain-CGnﬁQursb§f’a‘subject_and'emphasizes linearl
perspééﬁivg; We'can expe¢ﬁ the lighting/bfva film to
éorréS?ond tb'itsvgéneral theme;,e.g._roﬁaﬁdes.are.geﬁerélly

filmed in a lighter toﬁe; while in melodrama, low key-



lighting is used but with sharp‘contrast (Film Art 134).
Classical Hollywood narration aiso usually tends to be
objective and unrestricted, that is, parts of the film give
us access to things the charaéter does not know, hear, or
see. But the most general way»by which a film controls our
knowledge is through the numerous point-of-view éhots. We
see what a character sees more or iéss és she or he sees it,
but,moré importantly here, the point-of-view shot restricts
us bnly to what the character learns at that moﬁent. A most
striking feature of a Hitchcoqk film is that he excelled at
giving every major character a poiht—of—view shot. As a
result[,Hitchcock gives us eéch character’s experiences
directly. In this respect, in each scene of Rebecca, we feel
each charécter’s experiences because the camera positions us
both with each character and with the character fesponding
to the other characterg. If suspense is evoked by giving the
spectator more information than a particulér character has,
- we would then react and respond to what is happening to that
» characper in the film. In other words, point-of-view shots
also»contfibute to creating cues to cause spectators to
respond and react. Accordingly, if the camera is raised

)

11



above eYe-leVel so that it loéks down on the subject, it
will produce a picture in which the subject appears dwarfed
and of diminished importance. If the camerq is placed below
eye-level and directed upwards, the size and importance of
the Subject will appear exaggerated (enhancing grandeur or
emphasizing‘dejection). The camera’s movementvdrawé
attention to the imaginary observer whose movement it
reproduces. Therefbre, the camera shows ifrespective of
‘angle’ of the shot is seen_thréugh the eyes of someone who
is reacting to that content. )

The Classical film pattern, shot/reverse-shot, was
frequently used to film an encounter between two individuals
and Hitchcock religiously éxercised this technique to create

the most dramatic impact possible in his films. As explained

- by Lucy Fischer, in Countershot Film Tradition and Women’s

Cinema, “in the first shot of this ﬁrope, the spectator
might sée a character A, and it is understood that the
‘camera frames her from a second character’s point of view,
character B, who is off-screen. As character A looks at the
camera,'the audience imagines that she looks at them, and

they are temporarily ‘sewn into’ the filmic interchange.

12



With the next cut, the structure is revefsed and the
spectator sees character B-from character A’s visual stance”
(23) . Hitchcock is renowned for his effective use of the
shot /reverse shot, but even more for his utilizing
“reaction” shots. A reaction shot pattern'usually involves
an establishing shot of the subjedt, a point-of-view shot of
what the subject‘is looking at, and then the subject's
reaction'to the content of thé point-of-view. As a result of
this triad of shots, we are forced to focus exclusively on
the characters’ “reaction” to the contents of the preceding
shot. Consequently, in Rebecca, whenever the protagonist
reacts in fear, her various degrees of reéction are then
emphasizedbby Hitchcock tracking the camera in for a close-
up shot; or back for a long shot, and then the reaction is 
accentuated even further by the camera holding the shot for
a few more seconds than usual. As a result, spectators
cannot help but watch the protagonist’s reactioh, and
respond fearfully along with her.

Also consgistent in Classic Hollywood cinema, a
convention was established that places the dominant

character in the left portion of the frame. The left frame

13



position is considered most important for spectators to
notiqe and because of the repetition of this convention, we
expect that the left frame character govefns all other
characters included in the frame. Consequently, in Rebecca,
like most Classical films, the male is positioned primarily
on the left side of the frame.

While these cinematic modes éharacterize most of
Hollywood Classical films, they are not entirely inclusivé;
'Classical Hollywood cinema embodies a long and wide history
with unlimited possibilities of narrative.'And, of course, -
Hitchcock is famous for his own unique touches to his

cihematography.

14



" CHAPTER TWO

Feminist/PsychoanalytiCél;Théory'-‘

. Oné éf Hit¢héock’s “tricks"[waé:thét he‘erkéd.with
_ many.of.the wofid's.fihest wrifers,;Dan Aulier;‘authof of
Hitchcock’s Notebpoks explaiﬁs, however, that whoeVéf,Worked'
with Hitchéock“én é film(‘wﬁote}a,“Hitchéoék" picture. “By
the timev{Hitcthck] movéd to Amepica/ hé~had‘codified the
’Hiféhcock film..” (24). We‘might not ever know Hitchcock’s
actual iﬁtentiéns bf his‘representation of women in his
films, nevertheless we cannbt ovérlook his repeated
depiction of‘negative femaie stereo;ypes‘in Qppressed
cénditionsi Feminist film theérists Tania Modleski; Laura
Mulvey, Méry Anﬁ‘Doane, ElAnh kaplan, as Wéll as;hahy‘other
critiésrcontinue‘£o1carefﬁlly'5¢futinize Hitchcock’s work to
gain some understanding’és to how he created‘these female
stereotypes and why phis‘man would chgése to discredit women
ih such aVWay.

The film Rebecca was preéentedfunder the genré of a
“woman’s film”, a romanticehté;taihment fdf womehito enjoy

t

while takiﬁg a break away from responsibilities at hdmé ahd
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with the children. The 1940s society tended to follow the

patriarchél ideals of the time. Jeanine Basinger, in A

Woman’s View explains, “her [women’s] mobility is linked to
the old problem of men and her relationship to them vie her
decision about love and romance..She struggles to break free
of them [men], witn films often suggesting at the finish
that only by pulling an even tignter boundary in around
herself—accepting marriage and love—can she really find
happiness” (217). Accordingly, while many women accepted the'
societal expectations, others strove to gain equal rights.
Even though HollyWood has always had a reputation for being
liberal, in the early 1940s, studio chiefs were also
politically and socially conservative males. It standsfto
reason -that the_Hollywood moviemakers, notably men,
consciously or not, exerted their power to 'reinforce their
patriarchal convictions, and what better medium to influence
theif beliefs than through cineme.

lnterestingly, Hitchcock dismissed the film Rebecca as
a “Hitchcock” picture as he believed the story based on the
novel lacked humof, and he attributed this lack to the

perspective of Daphne du Maurier (Leff, Hitchcock & Selnick
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84) . An adverse producer/director relationship existed
betweén David O. Selznick and Hitchcock, as they often
conflicted when it came to decision-making with the filming
of thé four films they worked on together. To a large
degree,ftheir disagreemeﬁts relating to the filming_of
Rebecca stem from the fact that Selznick was adamant about
remaining true.té the narrative of the novel, while
Hitchcock strove to depart from it in order to make it one

i

of his own films. Leonard Leff, author of Hitchcock and

) Selénick,‘explains that unlike Selznick, Hitchcock disdained
original sdurce material; Selzﬁick stated that he wanted to
“preserve the structure and characterization of Rebecca,
including all of “the little feminine things which are so
recognizable and which make every woman say [of the‘
heroine], ‘I know just how she feélsml know just what she’s
}going through..” etc.” After Selznick féad a draft of
Hitchcoék’s script changes, Selznick wfote Hitchcéck that he -
'was‘“shocked beyond words” regarding Hitchcock’s personal
touches, where “Beatrice, Maxim’s sistér had been
vulgarized, Mrs. Danvers detoxified,_aﬁd Maxim de Wihter/

left with “no charm, no mystery, and no romance.” Selznick
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continued, “The changes to “Daphne” [the protagonist] were
especially harmful. “Every little thing that‘the girl does
in the book, her reactions of running away from the guests,
and thé tiny things' that indicate her nervousness and her
self-consciousness and her gaucherie are so brilliant in the
book that every woman who has read:it has adored thé girl
and has understood her psychélogymWe have.remgved all the
subtleties and substituted big broad strokesﬁ (44) .

Thus, Hitchcock’é influence is Qery clear. Auiler,
author of several books about Hitchéock, eiplains that
Hitchcock was seriously involved in writing most of his
films. 1In fact, because of Hitchcock’s intense planning and
scrutiny in designing the shots before any filming took
place, he considered his task as well as the film complete
by the time shooting the film began, and he provided very
few options for anYthing to be changed by anyone

(Hitchcock’s Notebooks 477) .

After working with Selznick on a few more films after
Rebecca, Hitchcock moved on to direct many others over his
long career that depict not only negative female

stereotypes, but violently victimized women. Interesting
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factoré continue to dare filmgoers to watch a Hitchcock
fiim, and consequéntly, feminist theorists, in order to
uncover some undérstandiné as to how viewers absorb filmed
narrative, continue to examine Hitchcock’s films to sée how
women are seen in film, how wohen are photographed and
positioned inside‘a frame, as well as to find understanding
as to how women themselves see films, of which most ha&e

been produced, written and directed by men.

19



Hitchcock’s Specﬁators '

-qu‘do‘we abéorbifiim narrativé? iﬁanyléfiﬁics bélie?e
that spectatérs measure themselves by the éﬁltural nofms‘
.that are préséhféd iﬁ‘fiim; MoVies in the fortieé prdvidea
‘models t§7anéﬁé£ithésejquésﬁiopszféf_the audience, andi
'speCtatorsvwétéﬁeaighé movieszénd Without queStion, bought
into the Steréétypeé_that powér*figures presénted’ththem.
Iniéfder for a mqvié.to dréw audiences, hold'thei£
attention? and.bring them_back again and again; something
‘had:to be brovidéd to givevthem what ﬁhey wanted Qf needed,
“and, aé a result, responded-to. Thus, the objectifigation‘0f 
,Wbmen in film, as well aé the réle aﬁd,involveméntiéfv
spectatérs.ih watching £ilmsjcontinues ﬁo_be ex?iicatéd;‘

In From‘Reverence'td Rape, Molly Haskell'offeré-an‘

histbrical account bf.Wémen'svfilms. Haskellﬂargues that-tﬁe
vtendency‘of films about WOmen Was.to‘éhowvthém:as seif;-
sacrificing‘to_mgn and toitheif'families;_aé well as
representing ﬁhe;existénce:of»a'repreésivesdcial.SYS£¢m;‘In .
mannyays; éufigurrent:cultu?evstilifreipforgeélthesev

traditional roles for women. Because Haskell bélieves'thatv
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cinema reinforces traditional values where men dominate, she

therefore alSO'believes that Hollywood filmmaking reinforces

'é_patriarbhél(ideologicaiféyétem (BéSinger, A Wbman'S»VieW‘
1 208) . |
Laura Mulvey focuéeS”oﬁ Hitchcéék’s.worgs to 3uggést»
vhéw women in Claésic Hitchcock filmé afe‘made into passive
obje¢tsifor‘male'§0yéuristiciand'éadistic.impulsés. .Shev
asserts that‘the filﬁ$ exist sdleiyfﬁq’fulfill the‘désifes
énd expreés the anxieties-of-the men'in'the'aﬁdience.'Mu1Vey
further dispﬁtes that the malé cﬁaractér in'Hitchcock’s
films are’positioned (via;cinematic?apparatus) to actively
contfol the imagé of‘the womén..As a result,.female
spectators yiéw the directioh of a female‘chérécter being-
controilédvby‘a malexéharaQtérvand have no:choiée buﬁ'to
feépoﬁd masochiSticaily to-the»imageé"of women in film.
Mulveyfs theory'fﬁrthér‘aééerts“that when'men‘ahd‘wbmgn
- ‘'watch filmé, ﬁhey,view th¢m with'a:ﬁmale gaze.” in bther
words, é wbman is an object oniy t§'be'lookedvét (by men and
«Woman,”butiboth fromiayﬁalé.perspective).‘“Thé‘deter@iniﬁg
gmale gé2e §rojéCtévi£s féhéasy:onté the feﬁale figure, which

is styled accordihgly. In their traditional exhibitionist
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role women are simultaneously looked at and displayed, with
their appearance coded for strong visual and erotic impact
so that they can be said to connote to-be-looked-at-ness”

(Visual and Other Pleasures 19). Therefore, the female holds

the look and the lqok is presented‘for and to signify‘to the
male desire. Mulvey also explains the three looks within the
dominant‘mode of Classic‘Hoilywood cinema. First, is the
look of the director (whe controls what the cameraperson
films) and the editor, who, while we believe he is
representing a seene in a ‘neutral’ way, instead controls
the composition by using a personal selection of mise-en-
scéne to create a desired point of view. Next, within the
film there is the look between the actors; the male
characters objectify the female ones through their active,
desiring, and powerful look. Third,‘there is the spectators
or audience’s look that is determined by the previous two.
The spectator. identifies with the powerful look of the male
character on the.screen, and the spectatof’s positidn in
relation to it is a result ef what was produced by the
director’s look. In standard Classic cinema, point-of-view

shots and shot-reverse shot editing techniques achieve the
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effect of seeing the female characters as objects of desire
through the male characters’ eyes. Thus, conventions of
Hollywood narrative cinema construct a particular spectator
position, then, carefully cover up these strétegies and
presents these “looks” in subtle ways that manipulate the
audience into participating with the characters.

The Way that we “look” at a film that induces
voyeuristic pleésﬁres is dependent upon the illusion the
director creates. As Mulvey argues, we have the opportunity
of looking and participating in a private world without
being loocked at, especially in a dark theater that creates
the feeling of being alone. Consequently, the look»resulting
from the camera and thg spectator appear to be subordinate
to that of the male characters.

Modifying Mulvey’s interprétation and clarifying how
women project themselves onto characters of a film, Mary Ann

Doane argues that a woman has two ways of seeing movies: as

herself (a female viewer) or as a “transvestite” (The Desire
to Desgire 10). E. Ann Kaplan states that a woman “is
presented as what she represents for man, not in terms of

what she actually signifies.” Kaplan believes, “Her
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diécourse”(her'meahings as she might“produce them) is
sUppféésed in favor of_a discourse structured by'patriarchy,
~ which her real significance has been replacéd by

connotations that serve patriarchy needs" (Women and Film

 205).-Invothér words,vas'“herself,"ithe_woman Viewer
idenfifiés ﬁércisSiStically,with‘thé preséntétioﬁ,of a mean 
aé:aﬁ objeCt%‘and’as é “tfahsvestiﬁé,”‘she idéptifies_
'instead>Witﬁ.the méle hero. . As é-;ésult; women who watéh"
films ieérh to idehﬁify with being objects.

; Accégdiﬁg to bgg@é;htﬁé Woman“s film'femoVéé £he,male~ .
herQ Qp£i9h/péééﬁ;é;éhéLf}iﬁ];s-abéﬁt a woman. Kaplan_aﬁa
DQanéﬂééééiﬁd;iFhét fgéiéﬁl;igﬁjayﬁent_fér'femaies-in the':
fiim aﬁaiénqé héd to‘come‘fromfthé'réfusalof'enjoymént or}
“thé,deéire to be désiréd?” :Ka§lén.and Doane’s ideas defihe
»théAwomén’s exbéfieﬁcé_iﬁ‘wétching:fiim'ésione in:which'théy
',becémé:par#,éfJé ﬁ£ap‘in thé.fanté$Y Wdtldi¢f;film, as they
~have no chdiééﬁbﬁt £§ gé$ﬁh£hemselv§$>éntoifhe film |
charaéﬁeré while>feméininngaSSi§¢7in'the audiéﬁCé.f”

'E:Tania Modlééki iﬁ&éstigates'womeﬁ in“film;andvfobuses
.gpeéifiCéily 5n Alfred‘Hitcﬁcéck, Modleski foers, .

psYchoénalytic expianétibns‘fOr_thézambivalence she finds in.
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Hitchcock’s work; Realizing complications in Mulvey’s theory
of the ‘male’ gaze, she explores the possibility that there
may be a “female gaze.” Modleski argues “some films do allow
for the (limitéd) expressioﬁ of a specifically female desire
and that’such.films, instead‘of following the male oedipal
journey that film theorists like Raymond Bellour see as -the
trajectory of all Hollywood narrative, trace a female
oedipal trajectory, and in the process reveal some of the
difficulties for women in becoming socialized in patriarchy”
(Women Who 2). Modleski illustrates that in Rebecca, the
difficulties the‘heroiné must contend with include her
coming to terms with a powerful male figure, as well as
assorted mother figures, and also molding herself into what
shé believes man desires of her. However, before the
heroine is able to mold herself into a desirable woman for
the man she vies for, she must first find out just what it
is that the man desires. Regardless of gender, mise-en-scéne
determines how we see the charactérs, and it is Hitchcock
who de@ermines what we view in his films.

Watchiﬁg films is an activity we choose for

entertainment. Oddly, however, our viewing of any of
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Hitehcock’s‘filme giVes us the feeling thatISOmething very
ehrewd is eecurfing when we wetch his:films; Onhthe'one‘hand
we feel unpleeeantly dieeomferted)‘yetf Qh the other haﬁd;
we feei compelledhtolcqntinuehwatChing; DufinghRebecce, one
~ moment we'might'ask ourselves,,“Waithébﬁinute,'the-way.the:
pretegonist'is tfeated b? othefe iejmakihg me feel
‘uncomfortable.‘Why am IiWatehing her being Vietimiéed end
why do T feel guilty;fas if I'm aleolﬁictimizing her?"h_Ab
moment iatet”we might thinh,‘“Ifmfse5embarraseed fer the
protegonlst but why do I feel gullty and v1olated too?”
‘Mulvey ‘s theory of the psychoanalytlcal dynamlcs of the
tthfee looks"llnteractlon helps explaln howiwe,:ae
,spectatofs, beceme aetiveiy’invelVedhae ﬁictims;
,Qietimizefs, and VOYeuristie speetators,'as We‘are drawn in
,‘to*perticipate’wiﬁhhtheffiime;eharécters‘end'the plett
,TiWhaﬁ_iS actuall§ ¢¢Cuffin§?#h#bughOUt Rebeecakie.that

. Hitehepck.eleverl?/pesitiohéAue*Qith the peiht'of view of
the'protaébniét;eand;ésiafteeult;.we eee, hear, and feei.h
b.everythihéithéthehe:experiehees Yet et the same tlme, we
hare>peeitieheéfhtthvthe peiht;of‘view»of the other

_characters, and we also become complicit with their actions.
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Eurthermore,‘in‘betweénjthésé_two_fiuctuatiﬁg exﬁremeé;lwe.}>
see‘oply mihimal Happy.méments fbr the protagqnist( whiéh'-.
:dqésn;t iéaVe hs of‘hefvféeiing>géda or éomfbrtablelfof Véfy‘
lqng;_Hitghgocggléverly-miges‘égd fiﬁc#uates these
restfidted éndwﬁ@;éSﬁr%Ctéé,péinté 6f«Viewp The»coﬁtinual
'fluqtﬁéﬁiqn 9f éohtras?é!é?gaﬁéé,é:disturbihg'feéling of
disdomférf‘and imbalancé:fér‘us.éé weli as fof»the‘
prétagonist; Hitéhcock'iﬁﬁéntiénally entices us'intoi
'watchiﬁg whatvhe_wantsfug.tg Seé[‘énd_he creafes
»uncdmfdrtabie:situatioﬁs and pOéitions us with the otherb
qharaétefé és we1l;>makipg ﬁ$ fééi‘their a;scomforﬁ;
‘.Fiﬁally,‘other than-oﬁr\choosing,not fo:watch the film;.
.HitéthCkfs:usé of_stfatégic camergvanglés pqéitiqn us so
that we’re»unablé‘ﬁot,to‘Watch what}Weiare seeing,'Becaugé
’ﬁitChcock utilizes tHé$é ﬁechniqueé;,iightingj andzcldée—u§  \
'sho;s;thét‘fq%ééfps to chus:oﬁ’pa§£iéu1aﬁ aépects; wé-ér;
'fbrced'to:fodﬁé diligén£ly onithe éCfeen; wé:d§ noﬁ takékour
éYes_off théfsqféén;evénlthdugh Wé-mightvfeel.uneaSy.ébQUtfi
'"1Qhaﬁ Wefré ﬁaﬁéhing.vAé we‘partiqipa#e és vOyéurs whilé’
ﬁﬁablé to:éitef'Whatfs.beiﬁg pléYéd ogt;in ffoﬁt'of?us,va  '

,néurotic‘ér‘guilty‘pleasure is'created.'Consequently, we are



enticed7inte feeliné pieesufevwhile:watehing semeone else’s
discomfort, and aceording te societal mofal»eOdee, we‘
shouldn’tlenjoy watching semeene else beingeﬁictimized.
vHitchcockfs effective miSeéeh—seénefehd‘camerawofk-causesvus :
to experience both a certain sadietie bleasure-és we
identify through ge;e'or peint'of Qie@_the profagonist”se
developing discomfort et Mandefiey;’as well as accept some
masocﬁistie pleésﬁre;eas we‘identify with the heroine's‘
helbieeeness.‘

A iove/hafe reiétiohship.with'cinema from feminist
theorists contihues te evolve. Deséitefthe‘many theories of
. how women are portrayed in cinema, as well as our
voyeuristic participation as spectators in viewing films,
‘femihist film_fheorists do‘agree that women continue to be
misrepresented in film; that is,'meenfe portraYale do not
’refieet “real iife," and hegativeiimages‘of,womenvcontinue

to be perpetuated by filmmakers.
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CHAPTER THREE

Narrative Form

In the film‘Rebecca, the narrative reveals the story of
an unnamed protagonist, an orphaned, very insecure,
inexperiencéd, young woman, who resides in Monte Carlo as a
paid companion to the tyrannical Mrs. Van Hopper. There she
meets Maxim de Winter, a moody, wealthy, older man.
Following a brief relationship, Maxim proposes to the
protagonist to avoid her returning to America with Van
Hopper. . After an informalbwedding and lengthy honeymoon, "
the couple arrive at Maxim’s exclusive family estate,
Manderley, where the protagonist is positioned against other
characters who continually remind the heroine of her
shortcomings in comparison with the late Rebecca, who she
later finds has drowned at sea. Throughout the story, the
characters at Manderley, even Maxim, appear to be
continually preoccupied with thoughts of‘his first wife.
Most threatening is Mrs. Danvers, the estate’s main
caretaker and Rebecca’s personal assistant who remains loyal

to her late mistress. Danvers devotes her efforts to keep
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the;éstate'exactly as_it Was_when’RebecCQ was~aliveu\ As a
jresult1of Danveris‘behaviors, the heroihe”becomes obsessea“
,with,féélingiovgfshadé@éd_by thg evér#living presence of her
 prédeéess5r}»Rébecca; |

.Aftef;the;heréine’s ée&eral~attempts éﬁd failutés‘
trying tb‘make he; way against‘oppobing_forces, she finally‘
,gainsvcburagevenoﬁgh torsﬁand up égainst‘banvers-and
procléims hér>0wn‘authority'as‘mis?ress of the estate.
Immediatély-fOilowing, MaXim finaiiy agreesvwith hié Wife.tQ
host é:costuMé bail. Assuming ﬁanérs has'chaqged hér,“
feeiingsitoward h¢r,>the neW.Mfs.‘de Wintér agrees to wear a
cpstumevsimiiar to.qhé'wogn by a de Winﬁer ancestbrbshOWn‘in
a stairWay paintingf Unforﬁdnately; the herdine'sdén fiﬁds
out that RebeccéAhéd previéusly worﬁ thevsame‘costume aftér
her husband feacté fUriéus’When she‘arrivesat the-bal1 in ;
ithe.dfess.\ Confuééd'ahd'devastétea, the ﬁéw Mréj‘de»winter
‘séafqhes aﬁdafinds Dahve£s>ﬁho ﬁhentriéé,té pérsuéde the
OVeIWroughf pfoﬁagbnisﬁ to‘téké~herfOWn 1ifé.vHowevqr, héf
.p0;¢h£i31 suiciae\is iﬁterfubted‘by fireWofké_in&icating‘a
shiPerékﬁ'Sﬁethén snaps hef oﬁt §f}her-hyﬁnotic §tatevaﬁd '

éscapes,Danvers‘td'locate her husbénd;
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While divers recover the shipwreck, another small boat
is discovered with Rebecca’s body in it. This news bewilders
Maxim, as he had previously identified another body as
Rebecca’s. When the heroine finds her husbaﬁd, she reveaié
her‘frustration with him having always loved Rebecca. To
our surprise,‘Maxim admiﬁs ﬁhat he not only hated Rebecca,
but he also confeéses to strikinngebecca, causing her to
fall, hit her héad on fishing tackle, and consequently, die.
He also admits that he put Rebecca’s body in the boat.

Maxim then tells the protagonist that Rebecca had not only
been unfaithful, but.was possibly pregnant byranother man,
and that she goaded him into hitting her.

After an investigation, Jack Favell, Rebecca’s cousin
and lover éccuses Maxim of murder. When the local magistrate
discovers that Rebecca actually had cancer, which provides a
motive for suicide, Maxim is acquitted. The de Wintérs

return to see Manderley in flames with Danvers in Rebecca'’s

bedroom window as the mansion begins to collapse.
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Rhetorical Form

Throughout the film, Rebecca, Hitchcock combines
fluctuatiéns of mise-en—écéne in ordér to produce an arsenal
of contrasting extremes thatvoperate to accentuate the
_protagonist as inferior, therefore rendering her
insignificant and powérless. To furﬁher compound .and create
the heroine’s sense df her own insignificance, other
characters,‘most notably the women in the film, are
portrayed as working against rather than supporting the
protagonist,iéausing her to habitually question her sense of
trust not only of herself, but of others.

While the film unfolds as a narrative, a covert
rhetorical theme reveals the new Mrs. de Winter’s efforts
toward personal empowerment as a threat to patriarchal
society, and how in her struggle to gain equal power, men
undermine her persistence iﬁ order to maintain their
domination. From a close analysis, film readers will gain an
understanding of how Hitchcock, believed by many to be a
misogynist, has capitalized on this struggle, and has

reduced the female characters to neurotics whose only power
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lies in the negative realms of their personalities. With
théir minimal power, these women are of little vélue to
themselves or society. Employing his powerful cinematic
reins, Hitchcock contributés to the perpetuation of negative
female:stereotypes, exhibiting men pitted against women, as
well as women against women, continuing the éabotage of
womeﬁ’s efforts to share an equal place in society.

The rheﬁoriéal‘element in film moves viewers from
lookiﬁg at not just that" is being shown, but to looking at
“how” narrative is manipulated in order to make a point. As
explained by Bordweli and Thompson, cinematic rhetorical
form,‘in contrast to narrative form, includes a filmmaker'’s
pervasive argument: A major component of the picture in
addition to providing entertainmenﬁ persuades the'audience
to hold a particular opinion about it, and pbssibly
incorporate that mindset into their attitudes. Bordwell and
Thompson expléin that a film’s rhetorical attributes
includes the filmmakers’ “trying to hove the Viewer to a new
intellectual conviction, a new emotional attitude ér to
action; [the] subject [matter] will not be an issue of

scientific truth, but a matter of opinion toward which a
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persona may take a number of equally plausible attitudes”

(Bordwell and Thompson; Film Art, An Introduction 99) .
Consequently, if the rhetoric is convincing, we may change
“our opinion, and often a film may attempt to persuade the
viewer to make a choice that will affect the way we
understand our culture or ourselves.

Because similarities to du Maurier’s novel appear in
the‘film,'on the narrative level it appears as if ﬂitchcock
has remained true to the novel. Upon closer investigation,
however,.indeed we nctice that Hitchcock exercised his
authority as director to ekew the novel to further depict
women as not only inferior to men, bnt as threats to
patriarchal control. What do these differences between the
"novel and film involve? Most noticeably Hitchcock
intensifies the female characters to extfemee Qf their
stereotype personalities, he consolidates negative images
and concentrates them into individual scenes, and he also
invents scenes not found in the novel. Even more interesting
is 'how Hitchcock uses the camera to manipulate the audience
to watch and’participate with sadomasochistic pleasure as

the heroine struggles to grow into a sexually mature woman.
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CHAPTER FOUR

Hitchcock(s Lights, Action, Camera and Women

’_In order to keep patriarchy in controi, it would be
necessary to abolish'the‘thfeat of women. Ohe way to
-réstréin woman is to render her pbwérless by not allowing
her to become sexually mature; ways to keep woman from
becoming sexually mature include enforcing her innocence or
childishness, keeping her off—bélance, and withholding
information to kéep her‘insecure, thus deétroying he£
attempté towafd self-empowerment. In Rebecca, Hitchcock
utilizes several cinematic téchniques to show the heroine
struggling to.become empowered in order to gain her equal
piéce in society,.but_we a1so see her efforts continually
sabotaged. A close analysis of Hitchcock’s direction Will
show how the use of mise-en-scéne renders the heroine
helpleés in her plight to achieve her own identity. As»the
heroine moves from under the,influence.of one strong female
to another in order to seek support and security, we see her

fail nearly every time. Hitchcock utilizes opposing

comparisons and contrasts to emphasize the heroine as an
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‘inferior’and'inéxperienced child, aévweli as the spectatérs
and other charaéters5 gaZe £o emphdéize the'heroine’s; ﬂ 
;strugglés ahd failureS;as sﬁeiworké fé‘beCome the woméﬁ she'
beliéveé her'hﬁsband;deéires.-ﬂer dmbitibn'fo discoverihef
'hﬁsband;s desiré‘élso uhd¢fminéé hérvoWn quest for sélf-
“hood. ﬁitchcock‘useé hisv¢amera tb manipu1a£e the:éﬁdiéﬁCe,
iﬁto‘watéhing and.participgting wiﬁh’Sadomasoéhistié
pléésﬁfe as the'heréiﬁéfﬁrégreééivély moveslﬁoWard a state
.Oflﬁysteria’in héf attémpt £o;transf§rﬁ herSelffinto a
‘powéffu1 W§man: | | |

The_cﬁéxactersiﬁ‘thé nOVel‘are portréyed:as standafd,
"gothid~sto¢k chafécters whosegrdleé.réfleét the éocieﬁal
expéctétionsiof theltimé.-As:a_result, ﬁhe dﬁaraqteré in

the film are stereotypical of 3;1940 patriarchal society;

.regardléssbéf_womgnfsiféléé'atfhomelor at.workL they sérVed
under male domination. The novel and film directly solicit a
female*aﬁaiencé;?aﬁdiﬁhétiWomeﬁ sé¢ ih the fiim (as Wéll:as
meﬁ),fdépi¢£é £hatQoﬁeﬂ?afétéhreatening; the financially
\,seCuré,Tthé matu£§,1ahd'the assérﬁive,‘are allvdepicted és a
ﬁhrégtifcénSéqﬁeﬁply, fhé”only nonfthréatening female

character is the young heroine, as long as she stays a -
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child.

The main characters include the protagonist (the second
Mrs. De Wintér), Maxim De-Wintér, patriarch and owner of the
Manderley estate, Mrs. Danvers, housekeeper of the estate
and personal assistant to the late Rebecca, Rebecca, the
deqeased first Mrs. De Winter, and Mrs. Van Hopper, the
empldyer of the protagohist. Minor characters that
contribute to the protagonist’s victimization include
Maxim’s sister Beatrice and her husband Giles. While a small
handful of the movie’s characteré are portrayed as friendly
and serve as a contrasting backdrop tb nearly everyone else
who are portrayed as victimizing the'protagdnist, these
characters’ appearances are too brief to warrant any lengthy
discussion. |

Like du Maurier’s novel, Rebecca’s plot begins with the
protagonist describing a dream she had of returning to
Manderley and then recalling‘the life she lived while there.
As the heroine speaks,'thé camera enters a gate and meanders
éloﬁg a sinister-looking road, leading us to the burned

ruins of the once elegant and enchanting estate. The gloomy

lighting, the charred remains, and the ominous music suggest
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anﬁncertaintyvthat'we aésoéiate with a SQSpense'stqry.

This sceﬁevis foliQWed by another séene, one'notvfoﬁnd‘in‘
the novélj that‘brings ué-to the présehtvand_dfamatizéslthé
Cbnﬁraét'of mood betweenvfhévtwd‘main'chéréétérs that‘plaYs
.out‘throughbut the film,»aé Weliﬁasjintroducing”Hitchébckfs
uéé of tﬁetshéf;rééérse‘éhof and‘é reaction‘shot.'.The scene
.beéihS Withfa'iOﬁg'Shéﬁféf”tﬁéléea} waves crashing Ohtq a
'jaggediéliﬁf..’W§ a£e pésitibﬁéd tq gaze at the sea andléeév-
- its powerful cfashing'waves;  The éamefé,~thenvpositioning

- us 1obkin§‘upwafd frdm the»sea,.lele'pansbﬁp toward the
;top of thevqliff where we notice a man in silhouette Stéring
. down at the rocks below. .Following, we see an extreme
close—up’of,the man’s face, appearihg poSéessed while gazing
dowﬁ at the waﬁer. With iighting focused oniy over thé
centef'of his face,vwe_are‘fdrced ﬁé,notiCétthe’man’s.
‘intense gaée th§£makésvusito’wéﬁdefxwhat he iéfthinking
.about:' Thén,~a shot'feVerse-shot’stitioné us sﬁddenly,
behiﬁd_him, tQ an éktremelélbsé-upibf‘thé_back of his
shoulders,,thén anothef sh6t beloW_his»knees, és the manf
takeé,tWOiverYjélow stepé_t@wara;thé'Clifffs edgé;‘ We

follow the left foot forward, with light focused solely on
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theifbrward‘foot;' This shbt-ié foiioWed by a'full fronﬁ
extreﬁe c1§$e—up of themaﬁ’s.face‘as.hé moves‘very Sléwly
',:fofwérd While.COntinuing ﬁé look doWﬁ toWard fhé sea; The 
man’s gazé.is the£ éhérp1y interrqptedlby:thé séuﬁd}of‘a

' voice érYinQ oﬁt,lgNO?»STOPlkl”A lohg shét foilowédvby a
:readtion sho; 3howéithe maniabruptl&'turn arQund_té notice a
vyoung,woﬁahiétandiﬁghﬁifﬁta stunﬁed reactién‘of.fear. Ihia
>biti£é t5ﬁe>£hé ménsﬁapé;7;what tHé-devil are you;shdutiné'
,abbut?!”.bﬁéfthéh‘ééé a:médiuﬁ‘closeFup of an‘bffended and
frighteﬁea woman:asithéxman‘continues} “Who:arebydumwhag are
you‘staring‘ét!?f “The man’sfgruff.statemeﬂt is.then~shar§ly
 contrasted‘aﬁd féllowed‘by_hisvvoiciﬁg of a softer,
friendlier:toneHSuggestiﬁg £o>the Woman.td getoh.with her
Walk} As the man’tUrns a§ain to‘quk.down at‘the‘sea, the_

: next‘fréme‘leaveé us to éaZe backvdéwp at the water. This'
'isuépehSe, ténsion, aﬁd dramavéf oui Wohdefing Whéﬁ thevman‘
is,thihking and why_the—man migﬁt;jﬁmp;vcontrésted With the
‘eXtreme offriéndliﬁess asﬁhéman’s mood drasﬁically,:;
»sbfténs toward thewqman;'iﬁtrOdQC¢s3specEatéré téithe first l
fof_;hgycohﬁinual_intérpiay'Of_méodé betWeen ﬁhe two‘maiﬁ

charactérs,.MaXim de Wihtér-and thévprotagonist.
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A ¢lose—up “reéction” shot of the protagonist, like the
one of the offended heroine just described, is exercised
throughout the filﬁ at the end or near the end of many of
the scenes. This close-up of her cements audience
identifiéation with'thevheroine. As the camera tracks in,
creating a close-up of the heroine, we can’t help but notice
that she appears profoundly stressed, and holding these
close-up shots for several seconds.ensures_that the
" heroine’s image of fear is deeply impressed upon us. In
turn, we strongly identify with her feelings of anxiety.

After the opening scene? the camera next cuts from the
previous dramatic opening scene by panning the front of a
contrasting setting: a luxurious Monte Carlo hotel where we
are then brought‘inéide to find the heroine and hef
ostentatious employef, Mrs. Van Hopper, seated togethef on a
couch in the lobby. Van Hopber is portrayed as an extreme
"stereotype of a past-her-prime, wealthy, pompous, gossip who
flatters.herself to be desifable,to younger men. Van
Hopper’s over-weight build’attempting to fit within an over-
embellished dfess sharply conflicts with her attempt to sip

femininely from a petite-sized teacup with a not-so-delicate
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sized hand. To emphasize her command, Van Hopper is poised
crowding the middle of the loveseaﬁ—sized couch with the
heroine along side. Van Héppef continually responds with a
staccato of incessant complaining to the heroine, and her
facial features and manners tﬁrn snide whenever she
addresses the heroine. The shots mainly focus on Van
Hopper’s mood changes; from her acting artificially friendly
b
to others in contrast to her heinous treatment towards the
heroine.

Commensurate with each scene in Rebecca, the Monte
Carlo lobby scene begins with our point of view stationed
with each main character so that we respond and react with
each of them as they interact. The dialogue begins with the
sharp-tongued, snooty voice of Van Hopper complaining to the
protagonist, “I'm never coming to Ménte Carlo out of season
again, not a single well-known personality in the hotel!”
Immediately a long shot introduces ana accentuates'the
handsome and sdphisticated Maxim arriving. After Maxim
vinvites himself to join Van Hopper and the heroine, shoté of

the over-bearing Van Hopper both smiling and cooing toward

Maxim and then her snapping at the heroine while Maxim does
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not see, contrasts with medium close-ups of Maxim’s warm
gazes and obvious attraction toward the young heroine.
Interwoven with this interchange we see the heroine
attempting insecurely to return Maxim’s smile. The shot
reverse-shot sequence positions us to respond and react with
each character. Other than Maxim, whose attention Van Hopper
persistently vies for, Van Hopper is shown mistreating
everyone else in a condescending and self-absorbed manner.
Further examples of Van Hopper’s vulgar characteristics
include Van Hopper displaying disapproving looks by lowering
her eyes, portraying a face as i1f she has a bad taste in hef
mouth, and raising her head in an upward arrogant tilt. In
contrast, the protagonist, almost ccmically, continually
over-reacts by recoiling and leaning away from Van Hopper,
neafly disappearing from the frame.

In addition to the portrayal of Van Hopper as a person
of wealth and power, Hitchcock portréys Maxim’s character as
even more powerful. His stature and wealth that connote this
power, répresenting patriarchy in general, is illustrated by
his dominant left-frame positions, as well as his clothes,

- including a sophisticated, formal tuxedo. Also} Maxim’s
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‘supe?ibrity is diépléyed:by:his uéequfWitty’reéponses aﬁ§ a -
softeﬁea alobfnes$ tha£:he,shoWs td,othérs. Maximﬂdispiayé
aﬁthdrity by folding his armé'with an aif bf selfF_
assuredpessgénd}sgperioriﬁy, and for évéfy ihéult thaﬁ we 
see Van;Hopper,Crudely;a;ming tqwa#d thé‘heroiné; Méxim
feturns_théléérVei;oVan_Hopper with éﬁick,iéuperior Witg
'alwaYS'sustaining his poWer. Throughout the Monte Carlo
scene, Van Hoppef:;s continuallyhembarrassed b? Maxim’.s
insultS aﬁd power,vand she retéliates by eXudiﬁg her power
tq‘the?nearest'and most vu1nérab1ejperson she iS’abie to
Victimize; the pfotagonist. During;thé characters’
conversation, Van Hoppér asks Maxim whether his valet has .
unpacked for him. Maxim replies that he doesn’t émploy one
and suggests‘that Van HOpper could;boSSibiy’unpack for him
and his’voicé insinuates that it ié pretentious for anyone
to‘utilize one. 'Again; we see Van’HQppér fedirect‘Maxim’s
\insult toward the heroine by condeécendingly retorting to
her, “Perhaps you could'help‘Mr.‘dé Wintér if he wants
anything done..You/re a capable child in maﬁy Ways.7

While é “child"vmotif,is found in the novel, Hitchcock

makes continuous‘use4bf this motif throughout the majority
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’of'thé'film in ordef té'emphasiéé'thé h¢r§ine's |
‘vulnerability and innocénce( As a‘r¢Sult}5tﬁé‘ﬁef§ine'aé
cbﬁtinuéllygpositioned‘as’baiﬁ)funprbtectedvbyvmatUrityiphét 
‘WCﬁld'pfOEect hér.frpm perpétratdrs;‘.iﬁ'érder’to ObStrﬁctv
the;heroiné’s grdwth towardélmaturiéy‘and to“amplify this' 

' point,ﬁheotﬁerkéharéﬁféfé'cé?tin@ally_%emind‘her'pfvher'

, stééUéﬂaé“éhiid:£é££éffhéﬁ"édulf.: C6ﬁde$céndingly, she‘is
also réféﬁfedséo‘aswﬁﬁhé gifl;" andvshe is reprimanded “to

l ‘stopibiting her nails,” “put on a‘faincoat," andito “gat
your‘bfeakfast..qf While thé.main‘méle character of the

filﬁ, Maxim de Wiﬁterléérries four;fbrmal names, the
protagonist isn’t_giVén even one. Hitchcdck’s‘film
 'emphasizes this point.tb‘further Stress‘the héroinefs
insignificance. As a result of thejheroine not having. a
proper name, we hear thegother chafacters refer to her as
“girl," “fdol;V-“stupid,” and “idipt.ﬁ To underscore these
refereﬁces_for hearlyvthebe?tire f?lm; thé heroiné'is
costumed in.adolescéﬁt dress and makéup. Just'shy of wéaringg
saddle shoes, thé‘protagbqist dons,a'headbaﬁd in herihair'to
bcomplement a simple, drab‘skirt and a‘short-SIeéved sweater.

Hitchcock’s presentation of Maxim as a charming,
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authority figure and hié obvious fascination td the
protagonist causes us to stay focused oﬁ his appearance and
their attraction; thus, it is easy to set aside the abusé of
Van Hopper’s treatment to the heroine. While we notice Van
Hopper'’s condemning insults to the heroine, we are more
likely to pay attention to the allure of the potential
relationship of Maxim and the héroine. As we are éituated
with'each of these characters, we feel the same as the
heroine as she is belittled by Van Hopper and is attracted
to Maxim; we relate to Maxim as he is repulsed by Vén
Hopper’s attraction to him and'is interested in the heroine;
and we feel the frustration of Van Hopper in not‘gaining the
desired attention from Maxim and lacking patience with the
protagonist.

While at Monte Carlo, Maxim and the heroine spend time
tégether whilé Van Hopper is bedridden with her cold.
During ﬁhis interval, the heroine behaves like a shy and
‘innocent, but friendly young woman, while Maxim appears warm
one moment but bécomes seriously troubled and preoccupied in
thought the next moment. The epitome of Van Hopper'’s

pompousness is depicted when Hitchcock consolidates her
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vuléar habits into a scenelshowing her taking advantage of a
minor illness in order to gain attention. We see the self-
interested Van Hopper, primped in a satin bed jacket Qith a
bow in her hair, talking with her mouth.full, sitting in a
bed strewn with books, tissues, chocolates and other
Clﬁtter, and at the same time plucking her éyebfows, pickipg
at her teeth, and'smoking>a cigarette. We are able to |
understand the oppressive conditions that the heroine must
.contend with under Van Hopper'’s employment, and because of
our positioning with the protagonist, we also feel
mistreated. At the same time, as we are pbsitioned with Van
Hopper, we see her impatience and feel her‘absence of
empathy toward the heroine's lack of eXperienée, and we are
statiohed to comply along with Van Hopper as she inflicts
abusive remarks toward the profagonist.

A~When the heroine hears that Van Hopper plans to leave
Monte Carlo for the‘United‘Statés, she frantically searches
fof and finds Maxim in his hotel room in order to let him
know that she is leaving. In this scene not found in the
novel, Maxim proposes marriage.to the protagonist while he

~is shaving in the bathroom. While this scene might suggest
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a négativéiimégéovaéﬁim??itidepicts an even more négativev
view of,#he bf&tagoniét; and Qe»watch helplessly as shé
settlés féf ahléSSchaﬁ—desiféble Sétﬁing‘dufing'oﬁeof'thé
'most‘importaht ﬁomeﬁts of héf life;ZShe replies to MaXim;
“irm néﬁtﬁé soft ofpersoﬂ.men mafrymlrdonfﬁ belohg_iﬁ_your
éort of‘wqud,” Itvsﬁouid'be.notédthét-the hefoine adesn’t
éveftly'aCcept Maximﬁé pfoposél, but taking control Of the,L‘
sitﬁatiqn,fMaxim patronizingly pats the hefQine’s»hand.aﬁd
says, “Now thaﬁ~that’s settled,[thé proposall, you»may pqﬁr
me éut.soﬁé‘coffee, #Wé lﬁmps of sdgaf and somébmilk
:_pleasemséme as my tea,bdonft forget." It is obyious frdm ; '
‘ﬁhis‘patt;of the ééene that‘thevhefoine is further depicted
as beigé.infériof‘by respondiﬁg’positively to Maxim’s
,propoéal? and as;feﬁinistkMollyHaékell notes,,Maxim’s
‘éxpectaﬁibns‘bf hi$,WifQFto?bé reiﬁforces the traditionai;'
oppreSSiVe{pétriaréhal idéblqgical,éystem. When Vaﬁ Hopper
hears Qf'the€wedding plaﬁs)Hshe hékes’the hefoiﬁe,»“Yéu

- haVeﬁ’tthe faintest idéé;of'whatfit means to bé a greatv 
‘iadymgood EYe anngood 1uck!"‘Inyépite of the‘obnokiogstan
Hoppér’svilliwish; she is_righﬁbébbut the heroine’s

inexperienéeL’Thisvpoint_is mockingly emphasized after Van
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- Hopper leaves the room and the heroine is then framed alone
invﬁhe large hotel room and the camera tracks back to
capture a reaction shot for the spectatoré that makes the
heroine appear to shrink in“size, creating ah atmosphere of
isolation and diminution.

Following the Monte Carlo scene, Hitchcock inciudes
another scene noﬁ found in the novel that amplifies the
distinct differences of the newly married de Winters leaving
a common justice—of-the—peace’s office. The couple’s simple
wedding and their everyday clothes sharply contrast with an
elegant wedding party parading by. Festive bridesmaids
gleefully support their friend’s momentous occasion. As the
newlyweds leave the office, as an afterthought, Maxim stops
at a street vendor to purchase a bouquet of flowers for his
new wife. Again, the heroine settles for a less than desired
setting for what should be such‘a momentous occasion. This
pqrticular séene further enhances the protagonist’s sense of'
ihadequacy and lack of fulfillment, as the romantic
celebration of the elegant wedding sharply mocks with the
protagonist’s reality with her new'husband.

' On approach to Manderley after the wedding, the setting
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and mood changes drastically‘when the weather changés from
beautiful sunshine to a rain storm. When the newlyweds
arrive at Manderley, we see Frith, the head butler, greet
the couple and as Frith reacheslto shake hands with Ehe new
Mrs. de Winter, she throws:off his timing by awkwardly
extending her hand three times in Qrder to complete the
handshake. Frith then escorts them into the mansion down an
extensive hall. As ﬁhe newlyweds walk into a.lighted area,
the camera then pdsitions us along with the protagonist for
a several sécond long shot of the full staff standing at
complete ‘attention against the backdrop of the dark,
cathedfal—sized room, filled with long menading shadows. The
gloomy setting foreshadows.the heroine’s stay at the
mansion. In obvious contrast to the staff at formal-
attention, we see ﬁhe heroine, with a dowdy appearance of
her messy hair and frumpy clothes. Makim is costumed to
remain neatly groomed; even after the major downpour his
clothes remain neatly in place. The culminating effect of
the protagonist appearing to lack order, as well as her mis-
timing with Frith, contrasts with the extremely organized

Maxim and the neatly manicured Manderley. Our position both
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with Maxim andvthe protagonist causes us to feel the
protagonist’s sense of difference to her new surroundings,
as well as Maxim'svobliviousness to his new wife’s fears.
Following Classical film ﬁorms, the staff is displayed
segregated, resulting in shbwing the men (wearing
militaristic uniformsj on the left, while on the right the
women wear White aprons over dark uniforms. As a result of
the militant-like greeting and the dark, gloomy setting
showni to the spectators through the use of several shot-
reverse and reaction shots, we are positioned to feel Mrs.
de Winter’s anxiety and sense thevimpending doom.

During the greeting with the sﬁaff, a close-up then
shows Maxim and his wifé approaching the staff with the
protagonist shown in the bottdm right corner of the frame.
The corner framing causes her appear as if she is hiding
fearfully.‘Next, a long shot shows the de Winters walking
toward the staff, and the protagonist stumbles upon one of
the steps. The camera then focuses on a full shot of Mrs.
Danvers appearing.from the left and moving to center frame
in front of the male staff‘ﬁembers.’A close-up reaction shot

pans the protagonist walking alone, her mouth stifflyAajar
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suggesting ﬁer terrifyingly breathless. She attempts
nervousl? to brush her wet hair back away from her face with
her hand, a failing attempt to look more composed. As she
moves péinfully slowly toward Danvers for an introduction,
we anticipate what will happen next. Our expectation of
threat is fulfilled by a full front close-up on Danvers,
whose pale skin and dark shadowed facial features and
minimal movement suggests thé living dead. This shot is
followed by a series of interchanges_of close-up reaction
shots showing Danvers’ penétrating gaze towards the
protagonisﬁ and Mrs. de Winter’s fearful reactions as they
.exchange stares‘with;each other. 1In a deep, curt, monotone
voice, Danveré says,‘“How do you do?” to the protagbnist.
Danvers is coétumedbiﬁ a long, Victorian—style, matronly
black dress that resembles a man’s suit. Along with wearing
pale white make up, her cheek-bones are shadowed to create a
hollowed effect and her hair is styled with braids pinned up
close against her head, creating an appearance of her haQing
sideburns. The bizarre combination depicts a masculine-
motherly figure. When Danvers moves, she does so very

slowly, hands folded together resting at her waist,

51



‘reinforcing her cadaVer*in-a-CQSket appearance; In additioﬁ,
‘we never see Danvers blinkiﬁg, but'instead with her head
lowered slightly and no_expreSSidnlwhatSOeVer'with her
mouth. Her"eyes move in short,:very slow:glances that also
‘cause her eyebrows to arch slightly to signify her
disapproval of the néwarS. de Winﬁer. The Collaboration of
. costume and makeup effects strikingly depict an unattractive
version of a Stereotypical vampire, and‘her sldw movements
and penetrating gaie gives us_the‘impression that Danvers
could exude her power, both from thé world of death, as well
as life. Hitchcock explains:
Mrs. Danvers is almost never seen Walking and was rarely
shown in motion. If she entered a room in which the
heroine was; what_happened is that the girl suddenly.
‘heard a sound and there was the ever-present = Mrs.
- Danvers, standing perfectly still by her side. In this
way, the whole situation was projected from the heroine’s:

point of view; 'she never knew when Mrs. Danvers might
‘turn up, and this, in itself, was terrifying. To have

shown Mrs. Danvers waiking about would have been to

hgmanize her»(Truffaut,vHitchcpck pp»129f30);
Inciudedvin the_frémexon eaéh'siae béhind D$nVe£s, bﬁt infa
siightly”distofgéd.viéw,'are th_bﬁtiefs,th appeér to staﬁd
: guafd, one whose stanée‘suggééﬁs thatvhe‘isihélding a gun.

This effect reinforces the impact of Danvers’ dominant»force



both to the prbtagonist, as'Well as to the‘spectators.

As we continue to watéh thé intense inte%play of close-
up reaétidﬁ4shoﬁs between Danvérs and the heroine, we hear
off-frame Maxim suggest to Frith that tea be prepared. A
medium shot on Danvers’ eyes show_them move slowly to the
protagonist who is hélding her gloves. The protagonist is
nervously fidgeting with her gloves and as we see Danvers’
eyes catch sight of the gloves, we then watch Mrs. de Winter
submit to Danvers’ cpmmand by lésing hold of the gloves and
dropping them. The impact resulting from this shot is that
the protagonist has been willed through Danvers’ powerful .
Nintimidation‘to drop her gloves. As Danvérs and Mrs. de
Winter simultaneously berid down to retrieve the gloves, we
are positioned as spectators to watch in silhouette, a
medium shot of their faces suggestively brushing near each
other. Their close proxemics make us feel that Danvérs has
made é sexual advance toward the heroine. Bright light
illuminates Mrs. de Winter, while Danvers’ image is shaded.
As the two slowly ascend, Danvers is the first té arrive to
an upright position, suggesting her success in achieving

domination over the heroine. Obviously shaken, the heroine
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quickiy’léave§ t6:joih:Maximfér;t;aQ TQ‘iﬁ#én§ifyﬁhéi
impéct of thréaf;ué.mediﬁm Sﬁot shoWS}thé scfﬁtiniziﬁé staré
>70f7DanV§r§? gaéejfolquiqg%thevhéréiné out of thevscéhe. 
- Méxiﬁfs ¢5}iviQusﬁéssﬁthhiéf@éﬁ’Wifé'sfears causes us to
éee him_as,ah]accomﬁlicéifﬁﬁQWAré‘éfwany»§f,the‘charactefs
WhO‘QbViQQSlY.ViOlaté thefépécélrepreseﬁtative Qf‘thé YOung :
. Mrs. dé Winter'sginnoéence. |
,ioh_thé surface,>it appéarsithat Danvérs is jealoqs of

‘her hew:mistress‘éndféééhing on her dead mistress’
territhy.'Although tﬁe.story has jﬁst bégun, it is~vaious.
‘that the“prétagOniéﬁ is beiﬁg shoﬁ?;as-inférior‘in her new
‘household. Buﬁ'thefe is a great deal more going on in this
scene than is obvious at first glahée. Danvers is porgrayed
as an unattractive fofm of a sﬁereétypical vampire, én evil-
looking woman who exerts her power by iﬁtimidating'others
with her silént stance. Eyen more nétewdrthy ih this séene
is the sexuél‘interpiay between thé.héroine and Danvers when
‘theytbrush pear to eéch bther. ThisyinSinuated sexual
‘eﬁcounter( the desire of one woman‘for anothef,‘is shown to
imply potential threaﬁ both to MaXim,'asvhe.could lose

control and power of his new Wife to a relationship with

54



Danvers, and to the heroine, as she is poised as an innocent
victim to the commanding Danvers. As Tania Modleski points
out, the desire of a woman for another woman as portrayed in

Rebecca, is treated as a “problem” (The Women Who 51).

Consequently, Danvers is not'only being depictéd as a threat
to exerting the real power in Manderley, but as one who
seduces and preys on innocent women in order to fulfil a
sexual desire. The negative dépiption stereotypes Danvers as
an evil lesbian. In addition, the portrayal of Danvers as a
vampire implies that those who submit to:this choice of
life-style are like her, and it is obvious that the given
viewpoint is that homosexual relationships are immoral.
After the threatening introduction and interplay
between Danvers and the heroine, the next day at Manderley,
Mrs. de Winter is left to assume her new duties alone while
Maxim is away on business. As the heroine leaves the
breakfast table to look for the morning room, Hitchcock
pbsitions us to watch with Frith as she nervously forgets
her belongings at the table. Frith then assists the
protagonist in retrieving them and the camera is then

positioned so that we follow behind the two. As Mrs. de
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Winter walks thard'thévdécr,‘the éaméra angle‘Shows:usaa
:téwering¥sized Efith as he-Wélks_§éf§ slowly,.hoiding:his
 stare,Qn £he-héroine,asihevWéiks béhind her. Frithf§ ‘
“: m6Vement, as well‘as his stéﬁure; créatés'é;feeliﬁé‘éfii“:
 tﬁ£eat b6;h to the'herOine,:as:well‘és'tQvspectapors,‘,
‘fSimilafiés';Q Wheﬁ'Danﬁéfs:staﬁediafzfhe_heroiﬂe‘ﬁponvhg?i
.‘arriVai;thén Mrs.vde'Wintéf.wgikstogﬁ the door, a'frént'
.shoﬁvdf her éhows‘her.sﬁumbling;‘and ffith heipsbher:catCh
'.her_balaﬁée;f_The herbineuphgn’Walks dan a céuplé of stairs
into the dining.robvaiﬁh‘thé zombiégliké Frith folldwing a
few stébsybéhiﬁd,bé§es $£iil in>éifro2en stare on her! By
the timétﬁé twoireach~the‘dining robm table, not only does
the féém appeaf to havé gfdwh to immenéeﬁpropdrtions, but
Frith also appéars tO‘hAVé growh a;lléast a foot tailer.' We
theﬁ see.a‘heavy fog hovér abq§e the maiﬁ stairway-that
leads to both the east Wingbwheré Mf. and Mrs. de Winterxr
stay; and the West wing where’RebeédéVS bedroom is lOcated.
The impact of the enoerﬁsﬂron andFrithfs stature, aldng
with the fog,visoiaté the meek and vulnerable heroine
ambngst.the-harrowing mansiop and.pdwerful'charaéters;

Frith continues to bbserve the profagonist as she makes
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another mistake bfbwalking into the Wrong room instead of
the morning room. When Frith followsito assist her, we see
a reaction shot of the fearful heroine completely startléd
by his appearance. Next, Frith gives Mrs. de Winter
directions, and as she carefully makes her way to the
morning room, a hea#y fog of light eminates from the room.
The camera then'focusesba‘several—second shot chused sqlely
on Frith who vigilantlyvétares at the heroinelentering the
morning room.

‘'The Morning Room scene begins by showing the cowering
heroine slowly ascends the stairs to the morning room and as
she reaches the door, iightingbblends her silhouette along
with the darkness of the door. When the heroine enters the
darkuroom, a several second medium shot shows Rebecca’s dog,
Jasper, with his head lowered, as he disapprovingly creeps
out of the room. Mrs. de Winter reacts dejectedly and
insultedly, and carefully scans her surroundings to see if
she is being watched. Contrary to the film, in the novel,
Jasper and the heroine become immediate friends. Hitchcock’s
choice to change this particular event adds to the heroine’s

feeling of rejection in her new home. Because we are posed
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£o watch,'éna'thé£évié ﬁ5 mistéké iﬁcdﬁr feéling this Same’:
vrejeééién.:

vAé'the'Mérﬂingﬁbbm‘éééhé'continues, the .camera pans'
around ffom the side of.the-roomfénd arrives above.RebéCCéfs
desk>SHoQing the.heroine and us a éiose—up of peffectly
arranged accessorieé. We thén Seévon;the center of the
deék, a.large satin4Coyered addresé bqok with other
reference books placéd under‘the éddress‘book and on boph
‘sides, each monogrammed with a decorative letter “R.”
Included én_the desk are tWo_ovér—éizedfelaborate sconces,
Coﬁpleménting the rest of the extrévagantly‘decorated room.
In §trong‘contras£ with thé elabérate setting, at that
poinﬁ, we notice Mrs, de Winter weéring a drabvonl skirt’ ‘
and sweater, ahd a simple étrand‘of pearls as she
apprehénsively,moves around‘the desk to‘pick up the address
boOkf »The:cameré slowly &faws us in cléser with the heroine
to>obserVe the addréss’bdok;ﬁand tﬁénhbldé.fof a severai
- gsecond exﬁreme clbse:up bf the’monogram bn thé‘book. Thé»
_heroine opéﬁsfthe»book, and}albng Withlher'we see another
léngthy‘éxtreme close—up_Qf‘Rebecéafs hame.éftfully -

inscribedlon,thé inside cover of the book. Without 1osing»f
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Aeye‘contaCt'of the book, the heroine sits down and We watch
her carefully examine Rebecca’s signature while she slowly
lowers the book toward the desk and immersed in the scene,
she ponders and gazes at the signature. The heroine then
sets hervpurse down close to her én the chair, and when the
phone on the desk abruptly rings loudly, she reacts so
stunned that she has trouble realizing where the ringing
sound is coming from. We then we see her troubled as to
whether or not she should answér the phone. Leaning over,
she answgrs the phone in an attempted assured voice. We do
not hear the voice at thé,other end of the telephone, but
the protagonist replies, “.Mrs. de Winter has béen dead ‘for
over a year.” Realizing her faux pas, Mrs. de Winter reacts
with horror at her mistake and at this same moment, we see
her aghast when she notices that Danvers has appeared at the
door and has been watching her. The camera then shows' the
heroine’s hands grab hold onto the chair arms as if to
support herself. 1In the no&el, it is Mrs. Danvers who
telephones the new Mrs. de Winter and Hitchcock’s having
Danvers appear instead at the doorway, effectively causes

not only more embarrassment to the protagonist for her

59



mistakevin not identifying herself as Mrs.vde Winter, but
adds to the compounding.progressionbof threat, fear, aﬁd
control‘of Danvers.

As the stunned heroine watches, Danvers walks slowly
into the morning room and éround the desk toward the
heroine. Lighting outlines her silhouette while concurrenﬁly
a brighter light focuses on her stone face. To the heroine’s
(and bur)‘reiief,vDanvers has come to discuss the daily
dinner menu. The protagonist is shown cowering in the
,bottom lefﬁ of the frame with Danvers standing over her on
the right. We notice the heroine in an entrappéd position,
with her head tilted back towards us to face and answer
Danvers. Mrs. de Winter’s neck is extended back and her‘pose
causes us to sense that she is defenseless to Danvers
threatening presence. In the re&erse sth of Danvers, we,
like the protagonist,bare forced to focus soleiy in reaction
to Danvers’ entrance. During the’reverse reaction shot to
Mrs. de Wintef, with Danvers we focus on the heroine.
Commensuraﬁe with the other scenes, Mulvey’s explana;ioﬁ'of
the three—look mode system is efféctively utilized here to

invite us to react both as powerless victim and powerful
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victimizer. Our position as victimizer causes us to feel .

helpless to assist the heroine from what we See, know and'.

feel is threatening. Voyeuristicaliy)‘We.coatinue to wat
the scene. It is as if‘wevare.Watehing'an inpoceht ehil
beiﬁg\viqlated, and"even‘knowingbthis, we'cohtinue to:wa
as‘the scene‘unfolds, Witheuﬁ using any bodyvgestures}
.Danvers lele shifts»her:eYes,dowaward eoﬁard Mrs. de
Winter with a‘penetrating‘gaze. fhé protagonise cowers
vfurther‘backuin her:chair,:graspiné her hand oﬁto her ot
arm; appearing as'ifaShevisupfetecting hereelf. Danvers
the#‘éhown spaeding‘so eiese,te the,hefoine that it appe
»that there is not‘ehough‘space betWeenvthem for then:

protagonist to be able to stand without'having to bump 1

Danvers. As Mrs. de Winter replies to Danvers, the herelne‘

slightly recoils to catch her breath. Hitchcock’s use of

ispatial proxemics in this scene shows us that the

protagonist is threatened andbtrapped by Danvers’ domina

‘stance. - In the next frame, the heroine again eatches'har

breath, and‘Danvers Slowly‘walks”dut of the room. We then

see a medium close-up of the protagonist still slightly
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hunched forward, propping herself up on the ehair‘arms ae-if
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to recover from the violation of the visit. Positioned
along with her, we look den for a several-second extreme
_ciose—up on séveral aristocratic names inscribed in
Rebecca’s personal address book, whiéh is where this scene
began.

As Mrs. de Winter leans to the side of_the desk to view
another book, she knocks over a china cupid. Thé crashing
sound coupled with lighting focused on the cupid crashing
causes us to react hot only to the noise and sight of the
accident, but also to the heroine’s horrified reaction. She
looks up immediately to check as to whether she has been
seen, aﬁd thenlscrambles to gather the brokenvpieces off the
fioor. Again she looks arpund to see if she is beiﬁg
‘watched and she then searches hurriedly for a place to hide
the pieces. When she opens the desk drawer, an extreme
close-up shows only her quick and nervous hands cover the
cupid with papers in the back of the dréwer. We then see a
close-up of her leaning nervously iﬁlthe‘chair. Like the"
protagonist, we are not only positioned to also feel‘
intimidated by Danvers earlier in the scene, but we now also

feel the embarrassment of the protagonist’s childishness as

62



she hides her mistake. In addition, Hitchcock’s use of
displaying Rebecca’s refined upper class friends in the
address book to cqntrast with the simple protagonist further
accentuates her feelings of insecurity and lack of
significance. Because our point of.view has been positioned
pfedominantly with the protagonist in the morning room
scene, we also féel her fear and vulnerability significantly
intensify. This fear consequently causes us to feel unstable
and insecure.

In addition to enforcing the protagonist’s
childishness, another strategy for keeping the heroine from
becoming mature is to sabotage her sense of equilibrium, and
throughout the film Hitchcock employs mise-en-scéne to
illustrate the heroine off-balanced and disoriented. As a
result, we see the heroine repeatedly miss her timing, as in
her\handshake with Frith, and we see her lose her way,
stumble, knock over and break things, and even forget her
own new name when the telephone rings unexpectedly. These
unsteady actions contrast sharply with the other characters’
perception of Rebecca as being a woman of refined social

graces and steady command.
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Bbef»b‘a'r:_eﬁ arriving in Anerica to direct films, -ﬁitchcock
‘waeréil%kﬁbwﬁ;férrhiéfmaSﬁerYiét éréaﬁing miseféhfscéne‘iﬁ‘
,his'ériﬁiéﬁ-Eiiﬁérﬁfﬁ‘Rebé¢cé; ﬁoét.héﬁably at rhexMandérleyﬁr
éstéte,vHiEchébckddirecﬁskhiéfpaiﬁstékinglyiclever brush
'étrokesxﬁo-creéteieach Setting‘toiéﬁphasize the heroine’s
iﬁadeqﬁacy, vIn,QrAer tovperpetuaréﬁhé»herdihe’s,éenée of
;isQiétiontaﬁd:helﬁlessness,fHifchéOck‘s‘strésses her sensé
ofisolatidnrby showing thé«protagqﬁist Wanderihg ldét in
the:mansioh,vshrinking in size before our eyes'(as the
camera tracks away from her), and dwarfed in a chair double
her éwn éize. We .also hOtigé gargantuén-sized doors with
doorkhobsiraised tQ éhoﬁlder'levelflhead héight.fireplaces,
as wcll as over—sizéd tables,'windqws and other furniture.
These éffects_generate the impreséién that the protagdnist
is’small;7child—like and réinforcé.hér»own sense of
inéignificancévin comparisonfto thé‘perCeived superiority of
‘the surrdundihg“characters and setring.

After the Mqrning'Room scene;vonebf the mihor séenes
contributes to furthér Victimirationvéf’the protagonist; aé
weli as establishing/fﬁrther ¢ur participation'as voyeurs .

During the Luncheon scene, Maxim’s sister, Beatrice and her
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husband Giles arrive for lunch and we are positionéd to
observe them from the top of the stairs behind the banister.
Following this shot, we see the protagonist spying on them
from\our preVious point-of-view shot from the balcony,
turning us, along with her, into voyeurs. The next shot
discloses the protagonist. slowly descending the stairs, and.
we, along with her eavesdrop on the couple from behind the
door. Beatrice, shown taller than the heroine, is portrayed
as a commanding and assertive woman, a power figure. who
contrasts with the inferior heroine who lacks any sense df
self-power. When Mrs. de Winter enters the room, it is
Beatrice who directs and controls the action by ordering her
husband to leave, as he is “vefy much in the way,” and then
tells.the heroine to “please sit down” in her own house. As
the two discuss‘Danvers, Beatrice is framedvon the left and
the’heréine is shown partly cut out of rightvframe. After
Beatriée mentions that Danvers “simply. adored Rebecca,” a
close-up reaction shot shows the heroine turn towards us to
show her despair. Later at lunch, Giles quizzes Mrs. de
Winter concerning her hobbies and interests. We all

discover that the heroine “doesn’t hunt, ride horses,
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sideSaadle or Strideﬁdqeén't'know'hé@ ﬁb-dahcé VerY wel1, 
ipcluding the‘ruﬁba; and shé’d§esn{¥jsail.ﬁiéiles?‘clﬁéieééb
; td his‘fudéimaﬁﬁersjvséyéito MégimA-BI’m'tryiné to_find Ouﬁ
‘jusﬁ'exactly;WhatiY§ur;Wife does.”LMaXiﬁ fﬁrthéridiminishes
‘his-bride;é.skilis‘by rés§§nding‘tb Giles>ih'avé¢ndesceﬁdin§
'\and>embarraSSed tbné;saYing;'QShe‘sketChes a 1it£le.¢ When;
Beatrice ménti§ns tthaXim‘thé{possibilify 5f.hos£in§ '
~anbtheffpéfty,?ghéispgaks;di£é¢ﬁly:to Mékim as if>the' 
hgréipe:isn’tievgﬁfig tﬁékﬁoqmib'she #hen mentiénsfto.MéXim‘
Fhét everyqnegisi“dying t§,see you:and, uh..;.”‘ Beatric§
‘lboks directly at thé’héroine, butjshe doesn’t eveﬁ¢a11 thé
’heroine by any name. Later.duringthe viéit, BeétriCe
further compound§:the insults by sﬁggesting that Mrs. de
Winter do*géomething‘about fhér] hair,”'such’as Wearing‘it
behind herears. Despefately desifing approval, £he hefdine
‘immediately pushes héf héirvbeﬁind:her ears only;to hear
Beaﬁficeirespond; “Oh no, that(s wbrée!" vThe inéuits
continué as Beatricevtelis her new'éistér—in}lawfthat she
can tell‘that she'?déesn’t givg_a,hbot on how shédresses.”'
Her*rémérks reinforée hernidéa th;t the heroine isn’t

!

anything that Maxim should want in a woman and that she
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ceftaiﬁly’isn't apything'like‘Rebécqa. As we are”sipuated’L”
with_thé:héroipe;ﬁo éeé‘and feelxher feé§£ions, thé:impaéﬁti f»
‘ §f ;hisfvisit furﬁher reinfofées,her sense of'iﬁadeqﬁéQYfana

'pQWefiessness; as well aSJOUr bwn as we aré positidne@jﬁitﬁ:v’

‘her. Becaﬁse Wé are’ppsitionedlalsé as &oyeurs élongfwithj  x
_the;heféihe;'we‘can idehtify éioseiy-with'thé heroine?s
Qombdunding sensé of‘in$écurity. fhe‘Luﬁchegﬁ scené ends: u 
;with anbthef c1o$é—up’reaction shotlrevéaling the herbine’é
deépaifﬁafter‘Beatricé refers to What’Rebecéa.and méntions_
:£you kﬂow'the thle étorym" Like the hefoine; we don’t know
‘the whole'story and we are left fgarfﬁlly;anticipating,what
this story might be;

vIﬁcluded With the many‘extreﬁe’COntrasts Hitchcock

utiliées to manipulate tﬁe mood'of theHaudience,
inters?ersed in the fiim are qﬁipsyéf”dry-hUmor that
aécentuate the opposing moods. Soﬁé comedic QOénts inclgde
Maxim suggestingAthat Van prper‘be‘his valet, his offefing
a marriagebprqéoéai ffomhiSthEel‘béﬁthom, and wheﬁ“the
couple arfive at‘Mandefley during a:major downbour( Maiim'
Lappears nice gndneat,'while'theihe¥oine appears drenched _ '

and‘bedraggled.'Interestingly} these humorous moments always
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vyieidbté Maxim's‘benefit!‘Asva fesu1£;7While wé respond With
'amusement té thesé;scénés,_in reality,AWe”afe}laughiﬁé,a;   
- the eXpéﬁée_ofithé proﬁaQOnist, as Wellvas aﬁ the'ekbehsélofv
dufsei&es, beéauSé'Wé éfe al$opos;tioned with'hér;.In‘v_“
éffect,lpur participaﬁign‘cfeétes a sért of ééif4
.Jaﬁﬁihilatign:aé the joke'ends ﬁp.ai$Q being Qn'US.,
Following the luncheon with Béatrice and Giles, where
~ the prOtagonist,'in a child—like_plea,”begs her hﬁsb§ﬁd'£5 o
hoé£‘a bal1, Webseé Maxiﬁ'svpefsbnél‘assistanﬁl‘Frank'
Cfaﬁley'anders;’devWihter’addressing‘invitétidns.'After.1
ha&ing airéady,toid.her th§tiRebedéé, §waén’t afréid 9f' 
_anYthihé,f which is completely'opﬁbsite.ﬁo the prétagoniét{s.
depictign éf édnﬁinuéljfear; CraWiéy'coﬁﬁinues, Rébeqca “wéé
 thé:szt beautifﬁl cr¢aEure’I everfsawi”.This lihe éaﬁSes usk
| ‘1tbtimﬁediatel&.cbntfaét”thé’obpoéing iméginafy'imagé of the’A
peiceivéd sophisticaﬁed Rebeccé,;tb:théfpiaini iﬁé#ﬁerieﬁced 

U

second Mrs. de Winter. The camera tracks away from]Craney 

“and the heroiné,,shrinkinéfthé'CQﬁbléfsignificantly in-éize;‘  ’

The proﬁagonistfs attire,*her bpdy;partially showﬁ in the
frame, as well as Crawley’s comménts_areiall'emphasiééd to

further illustrates to the spectators the heroine’s own
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increasing sense of insignificance. Frenk Crawley, Maxim’s
personal consultant, is portrayed as the only emotionally
stable and compassionate character in the film. Notably, as
a main character, he has the film’s smallest part. Hitchcock
used this tactic to accentuate the pretagonist’s grim
inability of gaining support from Frank, the only
sympathetic character, let aloﬁe any of the other charaeters
(prominently women) thus far.

Augmenting the previous scene where the heroine is
shown to be totally deficient by Maxim’s relatives,
Hitchcock includes another significant scene not in the
novel, the Home Movie Scene, to depict the heroine as not
only an inadequate child,vbut ultimately a threat to
patriarchy. The scene begine by showing a close-up of a
magazine captioned, “The Magazine for Smart Women.” As we
see Mrs. de Winter’s hand turn: the magazine page, an extreme
close-up focuses on a sophisticated, mature woman displayed
in an elegant black gown. The caption on the advertisement
reads, “For the Gala Eveniné." This frame holds still, while
another euperimposed frame shows our heroine actually

wearing this same evening gown. We then see Mrs. de Winter
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walk awkwardly into a room toward Maxim, who is setting up a
film projéctor. It’s obvious that the heroiné is trying to
create a more mature, éophisticated image of herself. While
the heroine is attempting to mimic the sophisticated woman
in the magazine, it is aéparent that she lacks the eleganqe
and sexual maturity of the model and what we havé heard so
far about Rebecca. The heroine is wearing a juvenile bow
dressed in her hair, and Ler posture and youthful shape and
stature don’t match up ﬁo the refined model. The'protégohist
then consciously attempts to act natural in her elegant
dress, and oﬁ her way into the room, she checks herself over
to make sure she has everything in place for her grand
entrance. As she approaches Maxim, she smiles at. him, but he
is predictably shown preoccupied with setting up a film
projector. In an alluring &oice, the heroine says, “Good
evening Maxim.”

As Maxim finally raises his head to see his wife in her
formal attire, the camera shows Maxim’s disapproving eyes
react as he scans her entire body. In an authoritative tone,

as 1f directed toward a child, Maxim says,‘“What on earth

have you done to yourself? Do you think that thing is right
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 for you? It doeén’t seem your type at all;And‘what’have you
done'to yonr hairé” ignoring the obvious insults,nthe
heroine smiles coqnettiahly as/she,waiks‘forwafd'to centef
medinm close-up of. the fiamef ‘Maxim noves his hand to his
_moutn; and.we see him contemplating what it is he ought\to
be notiéing, toh, I—seemlyou look loVely, loveiy, lovely
(as hevcondaéaendingiy'nOticésva‘bow‘in her hair)mThat’é:
verY‘nicaifor a'éhanée:? With a patronizing kiss on the‘
cheek as he:also holds the neroine’s shoulders, we are .
positioned to relate to Mrs. de Winter'’s inability to gain
approval from her hnsband. Acting shunned and shamed, the
heroine cowers and lowers her eyes. A shadow subtly shades
her bare shoulders, signifying her inability to appear
sexually mature. Realizing her failure but unaware of‘the
.raasons, the protagonist then laoﬁs down and tduches thé
flowers on her,dtess and then touches her nair, struggling
to understand why her attempt to please her husband failed.
Oblivious to his insensitivity, MaXim turns out the light to
- show the movie. Maxim’s}wearing of'a formal- tuxedo and
having expectations that his wife notvdress more maturely

and sophisticatedly represent a societal double standard. We
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-can}saéelybassume that tﬁé dejectedheroine hés failed to
‘redeivé the apprOVal she desired-from'heﬁ atﬁeﬁptTthappear
moré'atfraétive and ﬁature and beéause we are pbsitioned
with her, we also_feel‘the‘dejéétién.

‘The intensity of this mément-is Eheh éontrasted with
~their watching~a moVie scréén.that»shbws the couple enjoying
themselveé on their honeymoon. As the'heroiﬁé voices;vQOh,.I
" wish our honeymoon éould héve lasted forever, Méxim;” thé‘
film instantaneously burns opt,’aﬁd Maxim quickly turns on
the room,light and cursés. Undérscoring his sharp tone,
Frith suddenly appears_andvannouhces thatvthe‘china cupid is
‘missing. As he is explaining the‘problem to Maxim, the
icamera,tracks in on the embarrassea‘and fearful heroine for
a several second medium reaction shot. Frith thgn leaves to
summon Danvers. In‘Frith’é absence; the héroine confesses
that she broke the.cupid. In reply, Maxim refers to his wife
as a “liptle‘idiot.” As’thé heroiﬁe confesées, shevcowérs in
‘the bottom'right of the frame, turning away‘from Maxim as if
he isstrikingvher.,When_DanveréandFrithlreturn, we\watéh‘
the heroine admitting her guilt;‘and_she ié‘treated very ‘

much like a child who has been caught sneaking cookies from
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the cookie jar. The camera then cuts to focus on Frith, head
lowered, quietly sneaking out the door. Maxim continuesbto
drill his wife about the cupid incident and forces her to
confess‘to Danvers that she hid the broken pieces in the
back of the desk drawer. The protagonist is further
embarrassed in front éf Danvers when Maxim condescendingly
acts amused with his wife’s guilt. As the heroine tries to
explain to Maxim how hard she tries her best in hgr new
role, Maxim is shown dismissing her feelings as being
“foolish as an upstairs maid or something instead of
mistress.” Along with the heroine we feel her sense of
dejection, shame and inadequacy.

As with other Classic Hollywood films, the Home Mévie
scene, as well as the majority of Rebecca, shows the
protagonist\nearly always on the right hand side of thé
frame, and many times not even shown completely contained in
the frame. Hitchcoék’s éhoice to pose the heroine in the
inferior position, as well as cutting part of her face or
body out of the frame, radically acéentuates her own lack of
self—imbortance and inability to be considered a complete

person.

73



Agter we see that the broken cupid issue is
suffiCiently resolved for Maxim, he indifferently turns the
‘movie back on, and in the darkened room the movie projeetor
- lights flickers in a strobe-light manner directed on the
heroine, forcing us to carefﬁlly watch what is happening.
The.strebe effect suggests the fragmented marriage of the
couple. The heroine then'atteﬁpts to talk to her husband
about her insecurities and how she feels judged‘by‘others.l
In a strained anger unheard before, she suggests that her
husband’married her because she’s “dﬁll, gauche and
inexperiencedm" The.sentence ends with the heroine
mentioning that others “gossip.” In a reverse.reactign shot,
this time focusing on an enraged Maxim, this word in turn .
triggers Maxim to quickly move in front of the screen, where
the only light is focused directly on Maxim’s face and
specifieally on. one of his eyes. Maxim angrily eays:
“GOSSIP, what do you mean about GOSSIP?!” This close-up
showe us the threatening rage revealed entirely in his gaze.
‘This shot cen easiiy be interpreted as depicting to ﬁs and

his wife, Maxim’s darker side, suggested earlier by his

previous moodiness. We are forced to detect some unrevealed
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 £fgth;:as:Weil aétéfp§téntiél1thréaﬁ; fhét;hiéiéngé} migh£i'
, ﬂibé_éﬁoﬁ§£ for5him £o harm his new.Qife@fCQmﬁérabléEoiﬁhé 
_Qpéniﬁg ¢lif£sceﬁe;fﬁitph?ock maﬁi§ﬁié£es'tﬁe spécté£6r$!.‘
'réactiansiwith r¢éc£iontshdts;‘Wé éée Maximl£éunt.thé 
J‘heroiné,iﬁhen weHsee her'féarfulfeaction andwe‘féaét als§;:
’ both asfvictiﬁuand'vicﬁimizer,»as Welivas cbmplaCent
Speétatof. 1
WhéanéximyfurﬁS'Qn_thé’lighﬁ, hisvoiée afasticallyJ"'
chéﬁééétféﬁévéﬁieteriﬁénéféS he SCéldé ﬁﬁe héroine for her“‘
sayingfsdmethiﬂg.he didn”t‘beligve wés true. Not even
:réaliziné whatshe.did'wrong, tﬁe héroine‘apologizes.iMéiim
then Suggests‘thaﬁ he_isn’t a good;coﬁpaﬁion and thaﬁ»sheg‘
-_Shbuld héfe married a‘;boy”'her owﬁ agé. The-séene‘ends'with
vMaxim‘an8wering the.heroiné’smquesfion 6f'whether they are
héppy by replyingithat he “féally déesn;t know,  but ifiShe\
saYs so.” _This 1ihé, as we11‘as tﬁé ﬁérbiné’é piight;'
contrasﬁs sharpiy\Wiﬁh thé hémevmovié t£atvshows.them  
i_(blis‘sfu’l‘iy e‘hjéying their honéy_thOn}.;"‘lBeczia‘use thisv\vs'céhel'i’sv
.not‘in tHé‘novel?'it‘seeﬁs_obViQusthét Hiﬁchquk ihdluded 
it tobampii£y andvuﬁderécore the ?rotégohiSt’s inébility to

becdme.mature in a patriarch’s world'that will not yield to
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;the’\thr.‘e»‘at of her maturity. k'I.n_adlc‘:’i».:i.t»iOn, the H;Sme “Mo.Vie
scene.adds‘té the‘heroine?s:feéling,:as well:asvbur own; bf*’.
hopéléssnessués hef:attémpts té'bedbme sexually.désifébléto
‘her husﬁaha:appéaf-téihaVe féiléd( and‘she‘now feelélthat 
Her maffiagé-is failing aé:welll

Immediately:following the Homé'MoQie séeﬁe(v£hé méépla
Tdistinctive scené in the film, the West Wiﬁg tour, discloéeS‘
Hitchcock’é shrewd‘usé Qf éﬁbtie film teéhnidﬁes fhat bring
the proéagbﬁisé uﬁdef“ﬁoféjﬁst‘seVQre threat of Danveré’.
»supériorvpOSitidh;ﬁbﬁéfbf”ﬁef,éexual threat‘té fhe heroipélj
The tﬂféé;iébk boigﬁ;gf4§ieﬁiand reéction shoté,utilized to
‘force our focus in this scene creaté maximum discdmfdrt for
the heroine.ahdvspeétatqrs.nln thisiscene; theiheroine;s‘
intense»curiosityvabout'Rebecca haunts‘and ehcoﬁrages‘hef to
‘ invesfigate.Rebeéca’s‘bedroom. A séveral seéondbshot Shows
Mrs. de Winter ascending caﬁtiously toWafd’the immense_west
wing bedroom doors. Avernt shbt shows her approaching a
door‘with one>arm forward with‘a fiétedlhand, and in thé
“process of fiSting thé,othér, as-she reaches‘for‘the
‘aoorknob. Atraék—indoliy moveé slowly to.aﬁ éxtreme close-
up oﬁ the bedroom.door’s keyhole invitingus‘topértake:

)
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fﬁféthand és;v?yéurgwof Rébeé§afs;perg§ﬁal*bedréém;vthé:moét
mysterious and private room of the house. As the
pr'otagon.i st s | hand | slowly opens the oot a 9ong ‘Hotinds; |
‘.c‘;#éalting.‘an eXpectatlonofexc:Ltementand 1ntrlgue Upon
ehﬁéfing.ﬁhe f§6ﬁ;.ﬁéfbéhoia£§ hug§‘céthedréiféﬁaﬁéaIWin§OW]
covered’ﬁiﬁhwsheérvcuftaiﬁs-wi£h lapge sﬁadQWsiéﬁabed'liké‘ .
"bgh53£é dancing béhind £h¢m; suggésﬁing ah‘uﬁdeéiﬁhérablgn:
véréséncé; A lQng‘shét‘theﬁ;sﬁdwé’éhé'protaééniéﬁ Qiﬁgeriy
'YWélking inuthe'ron/ Whi1e also pbéiFiQniﬁgAher_stan¢é fof’af.
.prSibiefqui¢k“éscépé;3Asf§he lb§k$igp'aﬂd:séaﬂs;fhé,xooﬁ;,‘H'
théVCamefa'iS ti1téd énd:aﬁgiédﬂupWards,‘ééﬁsingﬁs to_also :
sénSélthe épaciouénésS‘ana giié_df?thé élegént rooﬁ. A 1dng  .
shéﬁ'shbws Mfs.-de Wintéﬁ bpeniﬁg-ﬁhe:sﬁeér bed curﬁaih:to L
)reVéal'Rebeccé}sf@ajééti@éli?_décoéated?béd(ﬁenShfinedbby_a '
vceilingft6¥f1§§x;$iikafape;;fhé_tfimﬁihgiétfqnle’akin’to
‘thé"déc§: £ouﬁd;inSidé:bf;aigéékéti Fr;ﬁ t@e &iéua1 cueé:we  :
ére.givenvas»the:ééﬁéfa §h6ws;ﬁs”Rébeccé'é wardrobévéﬁd  f s
’poéééééibné; th¢ facﬁ fhat'RebécCaiWas é_W§man_withrf
_‘imﬁeécéb}efﬁéste isémphasigéd; Thié:ehsémbiéof,cihemétics
’ te¢hniqﬁé§lsé£é t£e‘éfééé-féfithé £estv¢f'thérﬁéfoine’s

:tour,”and along Withﬁthéfhéroihé.We'féel:a sense Qf'
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faéciﬁaﬁion and voyeuristic curiosity of what will occur‘
nex;.

A medium shot next shows the protégbnist turning to see
if Danvers is 1urEing about as she opens the window. She is
then shown walking slowly over to Rebecca’s vanity. In the
éct of her reaching to touch a hairbrush, Mrs. de Winter
notices a close-up photograph of her husband and she
immediately retracts her hand, as if Maxim is reprimanding
her. A reverse-shot of Maxim, then focuses for several
secqnds‘on Maxim’s portrait, implying a reaction shot his
presencé and power over his wife. With her back to the
camera, the protagonist walks toward the bed while holding
her wriéts and rubbing her arms, as if to shake off her
repugnant experience of having the portrait spying on her.

As Mrs. de Winter walks toward the bed, we are
positioned to react along with her as she 'is startled by a
progression of the window-shutter banging from an. incoming
sea breeze to being stunned by Danver’s voice who has
simultaneously and mysteriously appeared. Positioned with
the prdtégonist, we next see_Danver’s trance-like silhouette

slowly advancing through the sheer curtain. A close-up shot
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then shows a petrified protagonist;‘The néxt full shot shows
Danvers’ dark figure gliding‘slowly towafd the‘prdtagonist
with lighting focuéed soleiy on her vampire-like eyes.
Becaﬁsé we are again positioned with the protagonist, the
penetrating gaze causes us to also feel alarmed like the
heroine. After Danvers closes the window, she opens a
cu:tain that lets in enough light to allow Mrs. de Winter to
view the room’s grandeur. ‘Centered in the frame, the
photograph of Maxim on the vanity appears to be larger than
before. ‘Mrs..de Winter, holding her arms dldse to her sides
ﬁo protect herself, then gets caught in a lie about why she
is in Rebecca's room. We are positioned to watch her
embarrasément and we also feel embarrassed. The heroine is
then shown submitting to Danvers’ uncomfortably suggestive
offer to pfovide’a tour of Rebecca’s room. The shot reverse
and reaction shots cause us to be stationed with both
Danvers and’the protagonist,bbecoming both ajvictim like the
heroine and a victimizer like Danvers. In addition to these

- shots, wé élso are situated as spectators/voyeurs to watch
thé two of them. Hitchcock’s use of the gaze, as well as our

view of Danvers and the heroine’s interaction compels us to

79



continue watching, even théugh‘we feel a discomfort as a
third party in someone else’s bedroom.

As Danvers escorts the protagonist to Rebecca’s
dressing room, Danvers is poised as if she is possessed by
an unseen presence. Her mood, which contrasts our previous
expectation for her to be sinister, is now tender and
affectidnate as she”holds the open dressing room doors
béhind her, as if toitease or lure Mrs. de Winter’s interest
to view its prohibited contents. A close-up reaction shot
shows the heroine’s fearful reaction. Next,.a close-up
shows the protagonist leaning forward with cautious
interest. The following medium shot then shows Danvers
removing a luxurious fur coat. A shot reverse-shot sequence
shows another ciose—up of Danvers caressing seductively the
sleeve, and brushing it up against her own face, then
looking directly into Mrs. de Winter’s eyes. A close-up then
shows Danvers brushing the fur sleeve slowly aﬁd gently over
Mrs. de Winter’s cheek. A cut to a medium reaction close—up
shows the heroine’s dazed response. vDanvers then guides

Mrs. de Winter to Rebecca’s undergarment closet, opens the

drawers and tells her that the intimate apparel was sewn
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exclusively for Rebecca by nuns. The undergarment closet is
positioned for our view; while'the protaéonist views it from
the side. “This is where I keep all her clothes,” says
Danvers, as she gently primps the clothing for a moment
before shutting the drawer.

In a tone expressing more‘than that of a loyal
employee, but of suggestive sexﬁal desire, Danvers narrafes
Rebecca’sbevening routine, explaining how she always waited
~up for her no matter what.hour Rebecca would return.
Danvers, who by now is shown to have possessed the
protagonist under her spell, gestures Mrs. de Winter over to
Rebecca’s dressing table and brushes her hair as she had
once brushed Rebecca’s. The camera tracks in to show only
Maxim’s portrait aﬁd the heroine, and then pans to the side
for a several second extreme close-up solely of the
portrait. This portrait shot suggestively produces not only
a sense of Maxim’s presence, but his participation as a
passive bystander to witness his wife being approached
sexually by his dead wife’s personal assistaht. We then see
Danvers lead the‘protagonist toward the bed, and a several-

second close-up shows a monogrammed slipcase cover that
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Dahvers de?otgdly{eXpiainS‘?héﬁnshevpersonally stitchéd-for
Rebeccé[to;eﬁcaéé‘her n§g1igeeﬁ5 A medium\shbt sh¢ws;usA.
‘Danvérs removing'a black sheer‘negligee;from tﬁe,élipcase,
as we Watch'her carefully unfdld i§ at her side to show.po
Mrs;vde_Winter. 'At'thé_same'time,the'Camera>islangledvto.ﬂ
véhow the'éroﬁagonist reacting by*t@rning away from Daﬁﬁérs
ahd retreating'égainst the:wail’beﬁind hér, camouflaged
amongst the shédbwed and flowered wallpaper print, as if to
hiaé herself. |

| Danvefs continﬁes to bring life tovthe negligee‘as she
carefully fondles and unfolds it té‘full;lengthvfdf our
View:k Next,'Danvefs'gesturgs forers.‘de Wintefvto ﬁoin her
in admiring the negligee. Acting peﬁrified, the.protagoﬁist
obediently waiks‘sléwly towafd Dan&ers,‘iThe Camérarb
poSitions-us aiong as it pans behind and around a curtain_tb H
where we are better able to see thé tWo,women. The act of
'the‘camera;s move ‘around thé cﬁrtai# piques our VoyeuristiéJ
éuriosity andkcbmpduﬁds our éuspense'as_to what might bev &l
‘occurring between‘Danveré aﬁdles; devWinter‘whilé we can’ﬁ
see; When the camera arrives‘in’viéw of thgthO,'we watch

Danvers as she slowly placeskhér hand:Within and under the
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' breast area of ‘the negligee to show Mrs. de Winter, and

says, “Look%you: an see my.hénd.” The camera’s movement
lures us thfough the progression, peeking around from behind

the curtain to draw us in as participants of this

‘seductively sﬁg'esﬁive é¢ené;flA_Elqsé%up.reacti0n sho£ then
shbwé Danvefs?sﬁéfing at tﬁéliingé£ie‘ahd we‘Watéh;as thé:
‘protagonist turns toward us, tearéfweliing—up,'as,shefisj
sﬁruék:by avhorrid realiZatiQh and:ré§cts‘with’uttér.
'despairT‘The.result 6f our participatibhvwith‘thé femé1eﬁ
Protagonis;, as_wéll ésbéur %iéwing as spé¢tét6rs{ causes'u‘
vmiXéd responses-for.US}‘We‘féel Danvefsﬁ:desire:éé wel1~éé;

. the protagonist!s ambivalent diSpérity towards Danvers’:

subtle‘advance‘tﬁts.vMai§ AnﬁiDéaﬁefand E.fAnn Kap1an,_
explaiﬁ tﬁatbecégée;We éfélpbsiticnéleith each’of thé f
éhafactéré)‘we.identify aéja_trénSVestite‘with the
 characteré;:théﬁié;’wQ‘idéntifybotﬁiwith~§hé pfOtagohist»
" ana £he-malejﬁhara§£é£:‘Mﬁlveyfs-ﬁh?ee;léék:mdde~c1§rifiés:
fﬁrthefifthét;DéﬁﬁéiS?_ié?poéitiShedvasfthe;ﬁale:chara¢ter
who‘objécﬁifieéfthéfféﬁélekprdtagdniétfthropgh her.deéiring

and powerful look;xBécause"we‘afe.positioned‘with Danvers,

the protagonist, and as spectators/Voyeurs, agaiﬁ‘we‘éré,
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compelled tO'co]tinue’our complicit participation even

though we feel ignificant.discomfort; all

the director’s look in Qrdér to fulfil his

view.
After the negligee scene and reaction
heroine’s despair, the camera then pans. to

protagonist as she walks thfough the sheer

to the aécord of

désired point'of

shot,of'the
the side of the

curtain away from

Danvers. The heroine walks toward the door, wringing oné

hand with her opposite hand, as if to release her'féelings

‘of appalling discomfort; Thén, Danvers éurprisingly4appears

near the heroine -and she asks Mrs. de Winter if she believes

the dead come back to life. As the protagonist reacts with

tears and a look of revulsion, simultaneously lighting is

again focused on Danvers’ possessed gaze. Danvers then moves

and leans close to the.protégohist’s face and suggests that

Rebecca comes (back from the dead to watch her and her

husband together. The camera closes in on Danvers’ face so

close to Mrs. de Winter’s that'the_proxemicsvindicate her

inescapable entrapment.':Lighting haS‘beenbplaced on

Danvers, giving her an almost sinister face, donning a

strong appearance"of a masculine five o’clock shadow. We
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also notiéevthat DénVers is given the uitiméte left-side
poSition SO that she dominateévthe frame. We next see a

- reaction shot of the herdihe with”iighting placed from below
to accentuate her baran@ia. With her éyes cioséd; she.then
tﬁrns to face Danvers as if she is'wiiled t§ succumb to hef,
‘stare, Mrs. de.Wihter{s iips are‘slighﬁly parted, and at‘
the same time shelbpens hér eyes to look at Danvers. Danvers
then sqggests that Mrs.“de Winter:appéaré tiredkand coyly
sﬁggests that the heroine should “stay and rest” iﬁ
Rebecca’s bedroom and listen to the soothing sea. On.cﬁe of
;banvers’ mention of the word “sea,” ban&ers raises her head
to look up, then away, to follow an imaginedivoice that
beckons her to go to the window tolhear the sea.  The camera.
tracks back, and Danvers walks ﬁdward'the window while the
hérbing éneaks out the door. The sequence of‘Hitchcockfs
expert shots, leading us first through the key hole ét the
beginning of the‘scéne, and the reaction shots positioning
us with both Danvers‘and Mré. de Winter, not only draws us
in as V0yeurs,‘but'alSo causes us to feél tﬁe same sexual
tension:ih.both characters and Danveré’ desire for‘the

protagonist as we feel when they first meet. A double'
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exposufe showing Danvers listening to the sea, along with
waves crashing on the rocks, aiong with a medium
superimposed shot shows Rebecca’s address book on the desk
in the morning room causes us to feel Rebecca’s imposing

' control over the heroine. We then see a tearful heroine in
the mornihg room glancing down at the.address book.

In the 1940s, homosexual relationships were usually
kept quiet and private, and were considered unorthodox. Gays
dramatized as “pfedatory, twilight creatures” were common in
the horror films in the 1930s and afterwards, and gays were'
often depicted as monsters and considered to be a “predatory

weakness” (The Celluloid Closet 48-49). As a result of the

perceived threat on the social norms of the times, in films,
homosexuals were frequently murdered in order to abolish the
danger of their potential influence and existence. Leff

explains in Hitchcock and Selznick, “Though no one mentioned

the underlying lesbianism of the Rebecca-Danvers

relationship, Hitchcock sensed it.” In addition, Vito Russo,

author of The Celluloid Closet, explains that Hitchcock was
always interested in any form of sexual perversity and he

was aware of the “dissolving ethics and moral change” (37).
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It is'obvioUS théﬁ Hiﬁchddék mofé>thanAoensed it as Leff
stétes,f ﬁm;accordingvto numorous observers, sexualj
abefrance intriguodotheodifector.”.Ih Rébecca( “the
uﬁnatural atﬁachmeht of éervant to mistress awaited‘only”hisA
‘touch.’ﬁ Furthermore, Leff continues, intchcock:showea

Anderson how her eyes-should reveal memories of dressing and

ﬁhdressing‘her_mistresé” (Hitchcock and‘éeiznick 70).  ‘
Aulier’s book reveals that Hitchcock intentionally diréctéd
Danvers’ voice to be “suggostivé” (Hitchcock'’s Notebooks
52). Somevof what makes the new.Mrs; dé Winter uncomfortabie
and,ﬁiolated‘could be Danve;s’ pefverse seXuality,‘and
consequently, ﬁhere is no‘mistake in our feelihg
uncomfortable and violated also due to Hitchcock’s point-of-
view‘and reaction shots‘that force‘our participation withoUt\
our~permission.’ |
Throughout.the'entire film}owo‘névorHSee Rebecca;
InsﬁeadﬁbRebecca’s preseﬁce is symbolized by Hitohoock’s use
of several ciﬁematic techniquéo;_she is represented by.the.
sea, its crashing Waves,‘breezes drawn'from it,-aﬁd its'
elusiveﬁess.to be owned or posséssed. E?en though‘wejdon;t

see or hear Rebecca, along with the heroine, we are
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continually'rominded that Rebecca waé the epitome of
“breeding, beauty and brains.” In addition, throughout the
house, in the many different rooms, and most prominently
focused directly outside'of and in Rebecca’s bedroom, .as
well as on the vast property of Manderley, oscillating
shadows and fog suggeot Rebecca’s presence. Her invisible
force is also reinforced by Danvers’ painstaking efforts to
keep the mansion in the same order that it was when Rebecca
was alive, asbprecise as Danvers’ obsegsion in keeping
Rebecca’s hairbrush in its exact place on the bedroom
vanity. We also notice the repetitious extreme close-ups
displaying‘Rebecca’s monogram on napkins, a hankerchief, a
scarf, a pillowcaoe, as well as desk accessories.

While on the manifest level it appears that Danvers is
only jealous of the heroine trying to replace Rebecca,
Hitchcock’é portrayal of Danvers as the living dead strongly
suggests that Danvers is actually the living embodiment of
Rebecca. Whilo we are led on the West Wing tour, we cannot
help'but feel this to be true as Hitchcock manipulates our
pointéof—view with the heroine as she undergoes Danvers’

intimate replication of Rebecca’s routine.
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http:bedroom,.as

AftefifhéAwésthinthQuf(wﬁhe'hgroine'suextreme ankiety
in Rebgcéafé'EedtOQE;fiﬁéily laadéahér‘fo stand up to |
DanvérS}From-thé"morniné room, Mrs. de Winter phongsvohé of
‘the éérvanfs to aék that.Daﬁvérs come to see her and théﬁ
asserfi&ely tells Danvérs td get rid Qf.ali of Rebeqca’Sf
_thingsh.‘While spectatbrs'aré'led tQ,believé, aldnngith the
herOiné,"that shé'has‘finally achie§ed her'independence, £he
heroine’s bra&e action toward Dan&efs remains shoit—liVéd, 

Following the heroine’s declaration of autonomy,

1

vDénvers suggests to»hef‘that she Wear‘theéame“cOstﬁme,as 
shoWn in an ancestof’é poftfait in the haliway for the‘
upcoming ball. The'hight'of thevball, Ehe heroine, so proud |
-of her appearange.as thé “Lady Caréline de Winter,"‘is.
greeteq.ét the bottoﬁ éf the stairs bylan enraged Maxim'and
a stuﬁned»Beatrice andeiles_who remember ﬁébecca.alsoAv‘
‘wearing a repliéé.'Without thevhéroine’even understanding
her error; Maxim‘ofdérs the heroine to go‘change her'dreSS{
On her way up ;he stairs,'Mrs.‘de Winﬁerlfindébpanvérs
_staringlétvher_aﬁd realizesbthéﬁ thétjbanvérs intentionaily
enticed her té wear the>same dréss Rebecca had oncé worn.

Not only do we feel embarrassed and enraged along with the
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heroine, but this scene perpetuates the mistrust and lack of
support of woman failing to support another woman striving
to develop self-independence.

The next scene significantly compounds audience
identification when the betrayed heroine follows Panvers

/ ,

back iﬁto Rebecca’s west wing bedroom to confront Danvers.
There, Danvers while arranging flowers, curtly tells the
protagonist, “I wétched you go down..even in the same dress
you couldn’t compare.” After the heroine asks Danvers why
she hates her, we are positioned with the heroine as the
camera tracks forward for a medium shot of Danvers coming
toward her. The heroine appears most vulnerable as Danvers
moves in closer to her, and a reverse reaction shot shows
the heroine’s low—cuﬁ dress completely exposing her neck
area. We then see the heroine retreat again with her back
against a wall, where this time on the wallpaper print é
face appears to be watching her. As the heroine leans
against the wall, Danvers reminds her that she will never be
able to take Rebecca’s place. Danvers moves toward the

heroine, nearly touching her while leaning so close. As the

heroine turns her body to face away from Danvers, Danvers
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‘continues étriking her with words,fThe camera cuts to show -

the heroine walking towards us. élgwly,fthe caméra tracksi
back so\thathwe are_forced to‘fécus’bn her distress as a
result:of Danvers;'aSSaults. A seyefal—éecondvmedium'shOt
shows.Mrs; de Winter awkwardly stanced,jas if éhe is havihg
aifficulty trying'tthQld"hér'balance andvaressvin pléée.
She aépears.like a}bewilderéd, woundeduprey; an easy tafget.
The hystefical,heréine then collapées on the bed Wiﬁh ﬁér“
face landing‘diréctly oh Rebécca’s‘pillgw covers. At this:1
momeﬁt, We feel the hefoine’s submissioh to Rebecca, a$ well
as to Danvefs. With the herbine’s baéktoWard Danvers, é |
medium»close—up showing DanVers watéhing the heroine and N
‘ then‘looking out the windqw. She then moves toward the
window and opens the Cﬁrtains.thilé Mrs. de Winter is still
 ¢rying.uncontrollébly on theibéd, Danversfkinteﬁtionalf
glance off—frame suggésté her néxt move.. Danversvthen’opehs
thé Windowsvand the”followiﬁg shot shows a‘thick fog
' outSidé.'Danvers‘turns t6ward Mrsf dé Win;er‘on the bed_aﬁd
’SUggeStthhe herbiné ng“overwrought">and éhould édmé:to the
.windOW for fresh air; An extréme;reverse cloSe—Up shoWs,the»

heroine’s despair.'DanVers;watches Mrs. de Winter get up,



her back to Danvers as she climbs off the bed. The heroine
then toward Danvers as she goes to the window and grabs hold
of the curtain and leans against’it in order to support
herself. Danvers says, “Why don’t you 1eaVe’Manderleymhe
doesn’t want you..he’s got his memories...you have nothing to
live for..look down there.”At this point, Danvers is almost a
silhouette. A medium shot then shows Danvers looking out the
window then approaching the heroine.

The camera tracks in slowly as Mrs. de Winter leans
forward out thé window, her low cut dress exposing her neck
completely, as well as the upper portion of her breasts.
Danvers is positioned behind the heroine and hovers over her
'aé Mrs. de Winter closes her eyes. An extfeme reaction
close-up shows Mrs. de Winter crying, and a part of Danvers’
face moves into the frame as her monotone'whisper suggests
to the protagonist, “why don’t you do it?” This shot shows
Danvers crowding the heroine nearly out of the frame on the
bottom right portion of the frame. Another extreme close-up
of her eyes shows the heroine looking down. At this point,
the frame encloses the heroine and only the front portion of

Danversg’ face to show her lips move as she whispers to the
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heroine. A close-up shot ghows Danvefs nearly touching the
protagonist’s ear with her lips and it is obvious that the
heroine is going to jump. We are stationed above them,
looking below at the pavement. Our position forces us to
watch the potential death of the heroine. More so in this
scene, Danvers appears very masculine; her hair is partéd in
the middle and ffom this angle, we can’t see the braids tied
up close to her head. A close-up shows Danvers’ penetrating
-gaze and it appears that she is willing the heroine to jump.
As the heroine stares below in a mesmerized gaze, an off-
screen canon fires and saves the heroine from taking her
life. As Mrs. de Winter snaps out of her trance, she calls
below in her childish voice, "“Maxim, Maxim!” Because we havé
been positioned with both Danvers and the heroine, we also
feel the victimization of the heroine, as well as the
.strength of Danvers’ threat. It is evident that the fog
represents the heroine’s submission to Danvers’ threat, as
well as Rebecca’s dominant force, even from the grave. Like
the other scenes, the shot reverse-shots as well as the

reaction shots in this scene cause us to feel the full

impact of participating as victim, victimizer, as well as
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complicit spectator. Even more, the tracking in to close-ups
forces our identification and reinforcement of the heroine’s
despondence.

After the heroine leaves to search for Méxim and finds
him in Rebecca’s cottage, we are stationed right next to
Mrs. de Winter when Maxim admits to hiding. Rebecca’s body in
the boat. In the Confessioﬁ scene, the camera cuts to view
‘the heroine)s reaction. We then listen to Maxim’s narrative
and the camera foilows him and retraces the events that
occurred the night Rebecca died. Again, we are positioned to
identify with the heroine as Maxim tells the story. Our
position, as well as close-ups focusing on the heroine’s
empathy towards Maxim, cause us to sympathize and believe
his story of how he loathed Rebecca because of hér extra-
marital affairs and private parties that she held in the
cottage. Cénsequently, Maxim justifies his concealment of
Rebecca’s death as he explains his despair with Rebecca’s
independence. Because our viewpoint is compliant with the
protagonist as well as our seeing her reactions to Maxim’sg
story, we are situated to respohd empatheticéily to Maxim as

she does.
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,'Cehvehtionel methods‘for shooting the Confessibn_scene,
weuld have ineipdea a’fiashback, but:Hitchcock rejected thisv
idea‘asihe‘felt_that theeaétors pOrtraying Maxim and the
hereine Wouid hot'be‘able‘to earry_theesequence alone
,(HitChééck &tSelznick 53) . Instead, RegeCCa’s maligned
presence‘wae created'throﬁgh the use of‘a sUbjective eamera
that retracee Rebecce's_last moment s before'her death. As‘
;Rebecca taunts‘her husbeﬁd'with hei infidelity ana possible
pregnancy; Hitchcock’s technique'ef utilizing‘the cemeraito’
retreceRebeeca’s‘actions-coﬁpounds-the'effect of Rebecca’s
poWerful,kunseen presenee. iMaximizing the intensity ef'the
scene during‘the confession, agaih'the telephone rings and
along with the cduple (and similar to the Morning Reom
scene) , speetators are’utterly startledvby the intrusi?e
ringing. | |

The'discoveryrofiRebecca‘s body‘leads to an
investigation.»Beck at Manderiey_while Maxim is aWay at the‘
inqgest,‘and’ae-aresul#iofMaxim'e'revealing.the truth -
about‘Rebe¢ca we‘ebserve a drastic ehange iﬁ‘the hereine;,
Whileers. de Winter is giving instructionsetO'Ffith;’we

notice that her image has blossomed into a more sexually,“
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mature Woman, Her hgif iS’fashioned‘andvbruShed babkvin a
> sopﬁisticated‘maﬁper;fanaishe iS,Weafiﬁg a'étylish_black -
dress thét’accentuates a ﬁore matﬁre;'matronly figure.  She
élSo stéﬁdsﬁefeéﬁfand{cérriés an‘éir of-self—confidéndé that
we diaiﬁétfseé'béféré;N Thé>ﬁé% image bf’the.herQine,’és
well asthep01nt—of—v1ew Shots, .cau‘se'. us to feel satisfied
withﬁheifaCt thaﬁ ﬁﬁé%héfoine'finaliyfknoWs_the'ﬁrﬁfh\about:
Rebecéa‘s_death.The'heroinebhas de&eldped a different kind
of ﬁéturity than‘her eaflief false éttempfs, and she is free
’“vfrom the control of the Qoﬁeﬁ in the film: Mrs.'Vaﬁ Hopper;‘
Mrs. Danvers and the-latejﬁebecca,véé'she'now,realizes that>
her futurevis‘with Maxim. In“Classical.narrétiVé fashion,:
the solution to thé coﬁflict the peragonis;'desires to.
overcome‘is noW redonciled.vBecauSebof Hitchcock’s
manipulation of»point—of;viéw shété} along with‘the heroine
we feelﬂthé growth( cdhfidence'and‘freedom frbm the*Céﬁﬁfol
that éwned hér throughéutfher plight. At the same tiﬁé/ﬂ
_hoWeVer,fand>Wiﬁhoﬁt conécioﬁs submiééion, we have also
ﬁniﬁed Wiﬁh'MaXim and»thé{heroine as accémplices tb-the 
secret of what'reall? happenéd to Rebécca.

After the inqueSt, Maxim is found innocent in Rebecca’s
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death; Throughout thefiim, we are sonditiened by.Hitchceckv
to sympathizewith Maﬁiﬁ. Iﬁ the’beginning of.the film,
Maxim is depicted asfconfident and respected‘asvan |
upstanding citiéen, repfesentative‘of secietal expectations
of the times; especially in a male-dominated society. We'are
theﬁ lured into sympathizing with»Maxim’s justifying his
treatment‘to Rebecca, when he could have instead‘accepted
his mistake in marrying her and sought a diyorce.yIn the
Cottage sceney we are told that Maxim never loved Rebecca.
Instead of the heroine responding with horror to,Max;m
hiding his wife’s body, the heroine is so relieved to hear -
that Maxim wasn’t in love with Rebecca, that she volunteers
to become Maxim’s accomplice,'all to finally gain Maxim’s
approval.

Noteworthy differenees_regarding Maxim.from the noyel
to the actual treatment of the film script reveal that
Hitchcock made seyeral changes te sWaybour sympathy toward
Maxim. In the novel, we read that Maxim was\freéuently
angry at the heroine’s insecure behavior, and that‘the

heroine frequently stands up for her beliefs. However in

Hitchcock’s Notebooks, Aulier’s actual comparison of the
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continuity of treatment of the novel to the film script

reveals Hitchcock’s explicit intent to soften Maxim’s anger
to the heroine. Hitthock “fretted about Maxim’s explanation
df Rebecca’s murder..make absolutely sure that we do not lose

any sympathy for him..” (Leff, Hitchcock & Selnick 43). In

the novel, Maxim actualiy kills Rebecca. Even though the
‘Hollywood Production Code during the 1940s did not allow the
filﬁing of crimes where the criminal is unpunished, in the
film we are left not entirely knowing the truth of .just how
Rebecca dies, because all we know is what Maxim tells us.
Hitchcock maximizes our empathy towards Maxim and even
during the inquest after Rebecca’s body is found in the
boat, the magistrate “apologizes” to Maxim for the
ipconvenience of an inquest. However, without a doubt, we
notice the magistrate’s facial expressions divulge his
suspicion that Maxim may have killed Rebecca..But because
the men--the officials and Maxim’s cloée friends--were aware
that Rebecca had other lovers, they sympathize and justify
Maxim’s actions, whatever his misdeeds actually were. Thus,
Maxim is portrayed as both the sympathetic victim and the

hero, and no attention is given to his cowardice in not
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seekingea divérce*instead of physicelly:essaulting her»(and
possibly k%iling her);“his'deceit inbwithholdingJthe‘horfid
secret of‘Rebecce from hie_new wifey.porhie.iﬁebility te'»
eontrol‘his‘aﬁger.'ln additiop, Qe‘see him;peinfully‘:
obliVioue to his wife’s’needs as afhuman beiﬁg; and weak‘fof
allowihg his housekeeﬁefvto maintain his home as a shrine to
“the dead wife hevloethed. if'RebecCa;s empowerment is a
threat to Maxim, it stands to reasen ﬁhat ﬂer living
embodimentiportrayed.by Danvers is also_a threat.

- Consequently, Hitchcoek's depiction of Maxim indicates that
men’s power can often prevail over the laW, that his money
equates to power,‘ahd power‘dan excuse men for their crimes,
.+ possibly even murder.

At the end of the'film, we are positiohed to eee yet
another scene not foﬁnd in the novel; but including another
horrendous crime. After Maxim'is‘acquitted and the couple
Uérrive back at Manderley, we witness ﬁhe iesbien—vampire
Danvefs in Rebedca's room, burning to deaeh; self-
destructing the “predatory weaknese"'and negative>‘
represeﬁtation of avfemale’svdesire,for another’female-that

Hitchcock took pleasure in filming. Consequently, the male
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hero, Maxim‘de Winter is cleared efihis crime, yet, an
appalliﬁg crime ie inflicted (albeit>self-inflicted)on a 
womah;‘?Ie the no&ei, Danvefeldees setvthevhouse on fire;e
5Ut ruﬁs aWay instéad witﬁ evfriend ofiRebecca’s. Because:,
Danvers.instead burns to death, we:cen interpret this to
represeﬁt the neCessity to'destfoy'the negative horrors‘
represented by Danvers. As Modleski‘points out, “It is no
,woﬁder that the filmbis'(overly)-determined to get fid of
Rebecca, end that the task feéuires massive destruction.

Yet there is reason to suppose that We cannot rest secure in
the film’s “happy” ending. For if death by drowniﬁg did not
extinguish‘the weman's desire [woman’s illicit desire for
another woman], can we be certain that death by fire has
reduced it utterly to ashes?” (The Women Who 54) . Thus, iﬁ
true Clessie Holiywood form, the‘film.ends where if begins,
displaying the cherred‘remains of Manderley, but with the

horrid display of the death of another woman.
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CONCLUSION

, 3Hiecheock was,sﬁccessfgl;iﬁ achieving at leaet one Qf
~his goals; Rebecca_becaﬁeeboﬁboffiCe:Success and-it
received an Academy Award as best picture;eand»Hitchcoek,k
made his name in Ameficen Film.'

Rebecca, as Tania‘Modleekibpeihts out,‘does.alloW'for
‘the.limited’eXpreSSion of female desire, as'thevstofy dees
indeed adopt a female_Vieprint, a fere occurrenceein a 1940
film. For‘a.moment, when we watchvthe heroihe revel in her
glory(‘weemight believe that ﬁhe‘herOiﬁe has succeeded; she
finally seands up to Mrs. Danvefs?and discOvere that Maxim
never loyed Rebecca, ehe visually matures.into a "woman",
‘and she has received the'iove, respect and recogniﬁion‘She
‘deseres as aIWOrthy adult, andvshevis‘preﬁdly vicﬁorious,in
her success.»HeweQer, when it comes dewﬁ:to7the'esseﬁce‘of l
theentire,film, I believe we7shou1d'question whether the
| heroiﬁe has‘truly»aehievedASuccess, orewhether she haS'OnCe 
again passiveiy settliﬁg.f¢r iese in_a'male—dominated
socieﬁy} -

. This year, Alfred Hitchcock WOuld have been one hundred
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years old. His films still hold the abiiiﬁy to fascinate/
captivate, and many times disturb specﬁators.lThe subjects
and issues that piqued Hitchcock's own curious interest so
many years ago still give cause to feminist critics to
continue their investigation of Hitchcock and the
illustration of women in his films. Hitchcéck's films live
on, and sixty years later after Rebecca, we continue to

respond and react as complicit spectators, thus, reinforcing

many of the negative stereotypes of Hitchcock’s work.
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