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0™ bagosdzomo

boggebdm boghgggdo: dm@odmmm®o, 4gdobobdato wobzadbo, 5s808msta, doano-a6hbmemols (6L ogm®dsgos,
3bsbob&gds, 717070 ©I3MO6, 30690 QGOHZM

hgdo dmbligbgds dotsdat 38330680 v 0gdbgds Fmyzsbwgm dmsget bogmbagmgbgom mgdsbmsb ,3amdnts
30O g3mdodo’, 011339, 300339 9mFomag, 0606w §bdncrgds dydbmmmaan®o asbgometgdol 3603365mmdsls
5 39009390L 30bmBo, Mg 9GS PIOOIMME ,350a betrlbdo“ gmobogds, 93y, Moy, Jgbsdmms, gegmgbs
0gmboml 306mgbols meg0bgdncds8y, bhomoal hedmysmadgdsdy (mam®og agm, dsgsmomasg, bdol bobghmbyma
hoffg®d ,obdemo Hommobogol®, bgamol 36dgMo ,mads-95“-0bmgal, gogdymo sdstsdnms gatgm Fmwogonmo
bgmo 30bmbogol s by Bgdwga), onbsg, m3gmody FbGMol 3obg0matydsda dsbagmo ghsdol gebbsdmamsdy,
Gmgmbog 960, 30d30m, dmpadmbmbo, Moy hgdo dmblgbgdal 33amggal bygomba ngbgde.

Ho6dobo ,0mEodmbmme’, Gmdgmog dmbmemol  g3g70bMh0l  8¢dbodzbgmos, dobggmo  vh@Hobhds  ©d
333939638 G003 66303 0b3strs Mmobedgtmag dmtmegomdgdel hgdbinsento bosbamggdol smbsfgtmso
(Horrality: The Textuality of the Contemporary Harror Film, 1983).

BHErbbgGbos o gobobebgs, ®og, Bmasom, dmMm®l dbsbosmgdl, dm@odmGmado opgdl bbynmal
600030700 3ghHodmbrgmBol, 8gdBotsgo gmmmdsgoobs o LErmmo ©g3mbbhtndgool gm®adsk. 3obmdo
39bgMab, bydbnommdobs s b6 gdal nhmoghmmdal 333my396 mobs Nogmasdbol mgdoo, dmmbmgmsgoals
©d dgemE®sdol dgdfygdom doopgds - 7obGygdo, GmImgdog ©oefomon gdgsmgds gomol gnmpndamo
bm3obes o dobo bydbmammdal/bggbmomu® mdogddow dmodégdol @abgnébl.

Bogmolbbdms, GmA 130606369 Fimgddo dmpodmbmml sghon®o dodsbhmeggb domo Mgzobmegdo, Mobsg
09dobobdgo 36033b6gmmdom  (H30bhmoggb (Bmblgbgdsdo gmanbotgdnmo odbgds mGo dsmgsbo: Fnmo
730607 ,dHodebo7de” o Jmbemo getamb ,bnobHebgns®). 3ebmb3mdogtog stal, Mmd Lfmbgo Jomoal
bbgnamo - dspdostrdeematn 3amdatol 3mbhdmaol dmsgoto mdagdho ©s 83837 ML, Jobhoznto soanmo,
G m3mobog 9806000 - 0gggs sbomo 3mmgdol Fscrdmgomar. gogmol bbgnmol néhbnmow Htsbbam®dsgool
39009300 dmEodmmmbo sbogbl, ghma dbéng, bérnmymaomygdal/dnBol domal yamblpmgatgdsl, gb bbgnmo
390060 0gbgds bagbmemn®o gghodo ©s 930, Jomo mogobnmmEgds megEslbdol, gzofmgdal, dobdyg
dogmomdol 39639696 mo baghmbobgsh oy godmgoomgdalash ©s dgmty dbtog - 83 808908y 0bmbogmmm

695mggdbool god3000g00l gdoo.

It will thrill you, it may shock you, it might even horrify  3agmmGomaeg, 060dso gbdencgds (Hgdbmmmagogto
you. 3063006900l 3603369 mddLs ©d Fggagdl 30bmdo,

b 08030630 gdm, 0dsb Fgodmgds ogdmzmo, g s PhImmE 5356 bsholb3n®, 39thagdsom-
Fgodangds 8ggedobmo gowyE.
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990 3mblgbgds dotsdnd 39390630 o6 0gbgde
Fang30bogm 3msg06 bogmbaggtgbgom mgdsb-

096 ,39@h0 0B gdmgado’, ogdye, goc-
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Bobinm gedmbsbnmgdsdo gmobogds, s6wvdgm, MGodsy
Bgbadmmas, gogmgbs agmbomb 306mgbal msgobgdytyg-
0089, bomol hedmyomndgdedy (bmambog ogm, dege-
moms, bdol bobgdhmbygmo hoFgde ,ebomo pemmal-
030l bgamols 38396 ,,0mz30-95%0bmgal, gogtrnma
830GOH IO gatgo Fmogdgmo bgmo Jobmbogol s
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obg 393wga) ¥b, ombsy, MmIgmoedy b0l asbzo-
0060880 sbogmo ghadol aebleBmatody, hmamtog,
3mg35m, dmEodmbembos, Moy hgdo dmblgbgdol 3gmg-
30l bogsbos.

3obogno  dmembobgeb gsblbgeggdom, Lawsg
,3000b380  gobgsbo” Matm GdsEnGgonmoe byh-
bgdom, 3gMbmbzms bsbosmgdom, boghmm gsbfym-
domsd  gddmiggmo, 93hgo  Fogdnm  3mbhdm-
©96bobhgm dmbmedo (1970-006900L dmemmpsb
1980-0069000006) 3gdBotrvmds, mbbOmdol  boggmo,
h3gbgdom doopfggs. LbggmBo nbgdo Fgdcobs o
HE0bbgm®3sgool 0d0z0, LBoBrmop  gebIbsbzNl
30g0g7mo obobgs, Pdghabac, bfmthgw Hygbmmmao-
0l 3ob300m86gddbmsbss ©ogsgdotgdnmmo. ol Jgog-
30083, BHEbbegmMmBsgos gedmabsdgds, ghomo dbtog,
bérgamos  gobhdldsgmbogmo gmdom ©d dgmby
dbk0g, 303gtrgomabin®om. ondgs, meger Fobol
H6r6bgmE3sg0s dbmmmo (Hgdbogn® dshzgbgdmyddo
- 303b083bgmdo 96 8g0badbgds, 5687 dxbadbymoals
F0bos®bmdmog g3momgdgddog, Mo 3b0dz3bgmmaboo
30b3306mmdd 3mbRHLedmEnsbydal bmgosmymo Fabto-
30b 01bmz0670653 o bFGMsg3e© 339magdoma bodystrmb
808903s. 30mbggbgoné® bobhgdgddo godmedeteggdnm-
35 3mbdtgdol bodgomgd wsbsgmaéo bodystrm dmb-
H3mEy®bodddo Fgoygebs, Moy 7966gd0b Htrblbgm-
3530880, HGdEoImo 3mEgdol ©g3mbLHGdgasbs
d (ggbdHgo0m mededdog 3mobogds. sdobmgzol 3o dm-
OO0 s6hzgnmgdcogon dbngy doboms smdmhbes.

003830 ©g3mbbHMdE0d 3mbddmpgtbobihmm dm-
Gm6do, gzgmedg 3hmgmisgonmo bobom, dob gdo-
dd@yné Bognml - 300 3hmbybdgMal 338060-
909, Mmdmols gom3dgdol 3msg060 mgdd dddndbols
bbgpmBo hygdbmammagondo ©s bodgeboghm hobggs s
BoBatrgmo HMebbagm@dsgoal gomoggto dbatal adm-
bogamo Gggmggboss. 0dob donbgoogsw, Om3 3hmbgb-
096130, 3mbmemol Hosogonmo batspogol dobgozeom,
Jogmols bbgmml asbobomogh, Gmgmby gohbymbs o8
BOB0BEIMU, 306mbBmM3ngts, M3 Mebsdgtrmag ig-

1 Grant, The Dread, 1996, p. 231.
2 Ibid., p. 235.

dobobdpdo dmpodmbmtn bdote Fmsgmbgdnmos
dobo g30mdgdom, Hmamty §éhmagzto dghohgdbdgdem.
36mbgbdgtzn 3mbhtogghlmm bats@ogl abals,
GmIgmog  ,nuOm  dghoe  dodsbrornmod ,30(h60-
s6r oty 0368303989 o dob gommpEgbhtnam be-
dgboghm 3Moghogsdy, 30bg Jomol v3sdGBgb bbg-
A
3godamgds 0mgasl, Gmd 3hmbgbdghgol gl ome-
0830 FObOPmo $3myocrsggds, mdgmBog mom-
gl bmbgdgLbdnmos dmérmbrol Jmoboggo bggds s
08b Lérnmos ,a0bdotrggnmos”, 3odmdoobstrgmdls
0dosb, oy 6o 3geldgdhogem 3gynGgdm dob - dm-
ool 3bgoogm ,dmmogbgdgmb dsamol bbgymda oy
3060L H30680? Fgbededobo, ,demmato néhbymmds”
b Mmoo bodotobdobme 0300bgds, mgmy dsph®o-
strgognydo Fobbogol - Gmgmdy mezobmogow yohby-
ol - ©3mblbhtrngaos: ,dmblbhtgdo 3mbgybdghgals
gom3dgddo natm 3330600 ,3spG0stgsmyc ,d0dg0L%,
300607 d0mmMmannc , gL namm dghow bmgos-
@76 bodygstmb, 3oy mbgsbnm bbgpml*.?
adbgobomag,
mm Fangdol, 03 706080 gzgmedy smostgdnmm - -
o 7360 ,dohebondbs” s JmMomo gebaml
,B0bHObE0sLY? Mmdmgdag 3mbgbdghamsb abhgh-
Hadbnegn® osmmado s60sb hatorgmo.
bogmamolbdmes, Gmd demgem Famgodo, Bmaswo, do-

dotomsEo, ™6  gomdl,  dm-

mo 6ggobmegdo dghon®ow 3odmaygbydgh dmoodm-
Gm6b ggdobobhymo obgn®bol Bgbogddbgmo. 3o-
bmbBmdogtogss, ™3 ©y3mbbhMadgools ©s sbsgmo
3m700b 3Fstdmgdmom 0gigge bmMgo domal bbgy-
o - 3oddmdsgn®o Jnmbpndolb dogh JomBy 3mbd-
OOl 30zt md0gdho s 93839 MMmb, Jobhogndo
80300, (rmdgmobsg 93060som.

2019 Fgambs 36§ gobgemyg o 3rmzmdgonm ©gdom-
(o 39530679070 dmEodmGO ™Mb dmmbmmdgdol 36g-
ool Salt Slow sghma, 2mos sédgomeo, Foabol
30dmEgdobmgols dmdBsgdnmm goohmdosgdo smbod-
bogl, (xmd Jombg Faos, goghmdmogsw, bodbagl dm-

3 m60gy 3obob Loghmedmbrobom ggbpogsmol dmogs® 3mbgndbdo dmbsfomgmds, Mog 1339 0dg0bmsgse  dogmomgdl
3303988y, d0m 1dgHak, ™3 ,do@ebonde” ,mdhml dsmdal” dgmmdgma gobs, ,bpdbhsbgos” 30 szamEMaEs bvnzgmgbm
bgbotnbmgal. Moy bodbogl, (md sk FdtemmE 36gbhoggmo ggbhogsmo gobos Febmabswdo mmosmyato, sM¥8gR Mmsgsw

7966138 8godobs bosghmbrm, 3mbggdhgsmnéo badbgda.

185



bICM3bJaMNbd BY ddNNb 43Ca3daNb badhdaaMANbM shdsdCh « 2025 #5 (15)

ool Fooob, Modpgbssg ,dsmol bbgnmo momgml
083000039 8994dbogmos, Omgmby (H3030mol spaomo,
303683, 93839 MM, ol dmpgbgon®o NEOhbnmogss
- m00gdho, CmIgmog, HMswogogms, ©sdmbhomg-
3700, bob dobo bogetogom Lobmbiob, bob dobo bogs-
Gonom bag®mbol aodm. Fhagos s HEbLam™dsges
3memmob Fgtmobob, nbogsgmn®on dbydbgdl o3 88al
300303900L: dognol bbgnanols bLobmymgbs s séslbso-
dgommdsl, 3ol nemobintmdsl, ogmlb moogdo, hm-
dgmbsg 98060d s Mmdmobsg gdobosm™!

3930b0bHM0 dmEodmbmeo 83 3mbhteggdly-
sl dobgnmobyto Jamdndol 3amedggool ©ed-
ol o 39M035(HM0Bs300b390 d0dobrmagl. ob, god-
30000900l gBoo, 93 3087089 obmbonme Mgamgdbo-
690L. Jomols bbgnamols méhbnmaen dhtsbbgm®adsgool
39009350, dmEodmbmeo sbogbl oogsmndo Jomab,
Gmgmhg I8l (Jmogmbgdols my moyzebobegdal v6-
bpGaghnmmo 00go) s Mmamby godogndo bénmym-
gomgdol 3dmby bobymggmo Jomol ©gimbbiénotg-
00, gl bbgmamo ggmat 0gdbgde bygbmemydo ggdhedo.
3300 Jogmo meg30bnamEgos mogoobbdol, dgz0ftm-
900, dobBy domopmdal 39t3sbgbinmo Laghmbolbs
o 3ddmEomydobazsh. dmpodmtmto bbygml sme-
30b793mgdl Bodgdobgeb, Moy dmdsmswg Jamdsbs
©d bmEenddo 330G dNMm Focrdmagbgoly s 83-
6 dognggdmob Bgnmegbgdmmonl dgwgaan (8b ©ago-
330 3mmmE0bdo) hbgde.

Ho®dobo  ,dmEodmhmmo’, Gmagmtg  dmmmeol
939579660l 50360330690, dobhzgmew gsdmoygbs st-
Hobpds O 333my3863s, Bomod dhmxed msbsdyo-
6hm3zg dmbmmgomdgdol Hadbdpsgnéo bosbmggool
spbofgho Fogbdo Horrality: The Textuality of the
Contemporary Horror Film (1983). dobo 88600, Bmas-
O 3mOmGObmgol sdebsbosmgdgmo dhmsbbabgbos
o gotEsbobgs dmeodmbmédo bbggmol Googs-
a0 dghedmermBol, 9gdBotego gam®dsgoolbs oo
Lérnamo ©g3mblbntrngaool gmédsl opgdb.

306080 ggbgtol, Lggbgsmmdobs s F8bGYdl
7600ghmmd0L 33zmmgz060 mobos Pomoesdbo dooh-
bg3b, O™3 gl Mogsgrn®o 3ghodmbamBs dmmbma-
6003006 ©d dgmmEGsdol dgefydom doomgds - oby

4 Armfield, On Body, 2019.
5 Williams, Film, 1991, p. 2.
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70b6goal, Gmdmgdoy oFome gdystrgds Jomal
3ambaeamo beérdolbs s bggbmgemmdal/bgdbnsmnd
™009gdHo dmedgonl polbnebl.

dobo 0gdom, ,3mEbmaGOG0s EEIL Nutm bdotMso
3obobomgds 3ob3o ZoEodetdgdymo degmomdol ©s
86 Lggdbol godm, 3880b, GmEy Ldobgmgdoms gogn-
d900 aoEogatdgdnmod desgmamdsdo bydbol hobogs-
mgdom“?

08b83gMm37 dmodmhm®do Jomoal gohbymso
306 obebgs 83hmspn®ow b0dbogl dob gowodegzel
dogmomdnl mdngdhowob bndogdhe. Bgbsdedabsg,
ol 0dgbl adotol, gatrm Lfmmowe, 53gd0bobinto sb-
$H0adotol byopnbl (333mgzstn 3otobs bipm3dgblinl
0gdom, ,domo - sdbobohtgdgmo gddmydadnto
09d0bobdto ggogcss®). demol gotwsgdbs néhby-
moE=dmdsmopge dbshabnm Héhmdso Pos smzad-
300 - ,0639mmBol hmgdal“ Jmblbob 3gdwga, Jomo
3sb3mobnto gnmipnGobmgol 3530639 0gdgggd dmbL-
060, dogegdmie, bOGJBIwR, Gmdgmog dob
30(Hmbmddly s Emdobsgodl Pgdbol Logbmbgl s
3303 sMobobntggmos.

Jogmols boBoBrat sGlgdsw goblbsdmgsl mdzgmagbo
OMoEb gytgds Lagndzgmo o 8303806 9dnmos
,bb30L“ 3gbm3gbmab.

0700 3obhggs Fogbdo ,3mbmemols dsgmsyayamg-
00: gbgo boBoBradBdg“ bfmbg BBl doohbggl dud-
Goobhdsggér bmgonddo 9©edodbgdol godozgboby o
35630bomoBogools, bndogdhgdow s sMvdsdnsbgdeo
ymqol boggndzmos, Mobog, P3odggmgl ymamols,
Lbgmamobodo BoBmo gobsdotrmdgdl.

393mbgg300m0 06 860, M3 SmMmEdo Bobrols o3g-
bmdgbo, 30639mgl gmamobs, bfmbgo bbggmgddo-
30l boboo Abpgos, mameg gbmggmyoly gedmgmo-
6900 - 0gbgdd gl bobbeno, magmo, 0gdabgds, mMdmo,
36930, Moy 83doggigdl Bobeal Bgacrdbgosb.

360bhg3d (He®30b ,LeBodromb (abjection) gob-
306 Ho3L, Mmamd ,3003g07mol dpagmadstgmdsl®,
GmEgbsg bogosgrn® s dmbomnd bismsBy bmdadg-
30bo & Jobmbobgsb asbEsm3gzgdnmo bat s dob go-
Bobogmogl, Hmgmdg nbogghlomnd ggbmadgbl, hmdg-
0@ ,39(03L 06 bggdl Labrghgdl, Numyotmog dogm-
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306gmddl, 3obmbgdl” o 8dohm3dsy ,emmMosggdl
00096h™ddL, Lobihgdsl, Fobtrogl“®

Gmgmb 3o60bs bhm3gbbio 9mbadbogh, 360bhg-
3oL mgm™os Jgodamgds gog0amm, Grmamy 0Bmmago-
obodo Bmgsewo 080 s ,OMmEYbeE d©ad0sbo grobgds
adby3bomols bbynml, sbgmo dgwal goBostgdols dod-
3> dg0dmgdd Bgmmgs gedmofizombe’ sdo@hmd, s7E0-
gdgmo vy, (M3 Nbmboda sGvssd0sbyé Fodl
8618800308068 396Lobmdo (nGhbmnmo) off393wal.
ol Bgodamgds 0gmb ssdasbo, dogéed hggbgob goblb-
3939090 o Aggbogal hgggem, 3o dghal, ws-
bobohtgogmo, ©yam®dotgdgmo bbynmo, Gmamy
7omMgbse 3bhmpgbanmo, Gmdgmog dmpodmmm®do
0dgbl domengmgdol gm®dsl ©o LoBoBrdol bodes-
Hogobogol hodné bbggédmmdol bstrspogl gsdmo-
99690L BgdBotrvmdol 8B séwvssdosbydo degmols do-
boofzoc.

domomdMogo  ddpho, mogedatggme, dgbed-
mms, Nobdmme Fndobdogdol sgho ogmb,? orndgs, bo-
dEmmE, ,md308158m0 bgdol ggdm, Gobog sdmggl
3ol (dmdogmog dognl) dmgagme s Fodgde, dntob-
dogdol Lodnemgdosb domyg gosndggzd Lognmsto
adbyzbomo  bydgomgdol  s3dsgmaogmgdol  body-
segdo. bbggdobs s Lognmoto mogol ©obosbgds
HMo3dohgogm Jom ©odbobohtgogml gl mogal
,0b3803bmOb” o 83 3mEgbdo smogobnaymgdl be-
B08mbre gobpmdol bogtmbalbgsb: ob, bsggmeto bg-
d0m, NRhm sMy M0ygogb mogol msg, goby, gb dg-
LBodgmms gosggommb bodmgsemgdsd”.?

Jobmm  Jmmyzgho dmeodmbhm®ddo oo 3g6-
beobozols 89g30600 (HEbLgmEOTdE00l ghmgzem stgy-
dhodnam babgo dbobgamgol bobo L3gobogol gdodl dérs-
0b g 3omasl ,Jgtoesb” (1976), Gmdgmbeg 3obggm
,dbbzgedm adomlb“ PFmgdl ©s GOmImoal gehgbs
Lérgamos 396mbBm3nghow doshbos 1970-08b Famgddo,
Jomms Pa3mgdgdobmzgol dedmmoal ddgmegho domemoal
ambByg, Gog gobgds ,3030L boobiyn®o IBgmol® o-
©030myMo gddmfggas (Carol J. Clover, Men, Women
and Chainsaws: Gender in the Modern Horror Film).

6 Stopenski, Exploring, 2022, p. 36.
7 Ibid., p. 2

00b83g06m39 dmodmbmddo Jghal dgzto dgds-
30069 9hbogds, Jsm BmEb, Fnmo n3mebyl btgm-
dgh6r07000 ©gdognpdo ,ndo” (2016). dgbol dbgsgbeg,
ob hggnamgddogo, bednsmm, ,mmodmsdm®, dnmobgol
™009dH0s. 3939096006gmmds beBl Plzsdl dob gsbl-
bgoggdnmmosl ,bmégobddedgm dmdsmopg bodmas-
©myosdn, mdgmog dsbBy gatmbo ol boboor dogns-
mob. gl m3060L369m0, GoghHMIG0350, 7350 0MydL
J9bdobL, Gmogbog 30630 dsmom ool bmérgol bo-
3960, Omambg aoPdsHondgdol gbmpgbanm bodom-
mmb. Mbm, gbmzggmao bbgamal dmbggo®s F7bdb-
bog gbmaggme 8g3gal, Gm3gamog babds Jmsbmgdsgl,
868 bmame bogggde 306gol, 9Medge d©ednsbols
bmmgbog, Moy dmdemag Jampneobsodo dhmipgl-
Hob gm®3sd. ddob EoEIbHMdss ©yBMmMESEoaL-
30l dstrhbombre ggo dodol s6hggsg, Mmamég 3g-
b mbm®dshonmo  Fabtogol aodmfggzs (Rebecca
Harkins-Cross, Embrace Your Monstrous Flesh).

JOWO ©YM00T 30003 YBO ORI Gr-
3ol B03oGrmogL ,dHodeboydde (2021) 3gphgtmbmerdse-
7m0l Fobssmdwga. dmgdbos, Gmdgmog d3hmasdob-
Hmxaob 393wga, ™30l (30630 howadymo mmommbol
(Hodobondol) adgmgbols Bggaswm, d@ed0sb-3sbgsbsg

093939, 3563391 F0omo©, Embs dsémggol spsdosbo-
3000630l 3mbrgaEol gedmdsbogmos.

bedgEbogtm-hggdbmanmgono 3rmggbgdolbs
b 3930bobinto  mgmmool  d3zmgzeto, bmoom
»300006g0l 30b0aggglddo” (1985), ogmsdghgol sbmtm-
3mEgbH®08dol Fobosrmdwga o Pobymal ssedasb-
Bo o gbmggmb, ssdosblbs ©s debgsbsl, 6169300zl
8 bymmzgbaél, 5goBognmbes o s6vgeBogn®l dmmal
bold) goygmagol. sbggg 9360hndgdl ggdoboldyt omgm-
609030 ghm-gho 3gbhtsgn® - 0gbhmdal bagombl
©d bFmMgE 3odmmaol ENeE0Bdol badnsmgdem, oh-
39690 0gbhmd0l dmabiogntrmdsks s gobybedemg-
6gmmddl 330360 ©Hgh30b0hgdal hobdhmmoa. mydgs,
o 30dmezo Fomdmopggbl hm3oné 3mbbiGddles
5 mEbgdol obihm3doy bodgstmBy, bggbol astrydy,
©N3m6Ob7Lmsb bggbo (296 300g3) SOLgdIMAL, mndgs

8 sbgmos gmtsma gabamb ©gdogheg, dmamadghtogesbo ,dnMoldogds”, Mmdgmdag 233800 3ogdshontgdol dbbggddmo

abomasdios goana 3nél 0dogol dmdogmawggddy s gmogl dvom.

9 Stopenski, Exploring, 2022, p. 17.
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330360 bodrmgMgdosbss gobgmo.

360bhg3L Bobggom, bsBoBdmstn Abpgds LTmEM©
35806, mgs 95830560 oMoy Brgatl gowomobagl.
830md ,,dmbbhtgdo bdotew bfmbgo obgmo 3gébm-
Bo7900 86006, ™3 gdng 0g3bg0006 dd3030MNLYS Y
8680003000760, PORbImoby s dsdosbol Brgst-
B9 (,80Lha® 2g30mo s dobhge dvoo®, , 3008 Jmb-
30“), 07690M0g0bs @O Bgd7bgd&030L, mamegdtogals
©d ©gdmbakol dmzemBy (,938mmEobd®, ,mdgbo”,
,O®BIo0l hzogma®), 96 obobo, GmImgdoy Fowogd-
30090 39300600 ,39m360m“ 3gbgGHMm 0EbHMOLL
(,bogm®, ,333mgmoE goEsgdymo®.), b Bmgemb
bootdogmnéy o s6bm®Iogmyd  bggbpomné  biyé-
30093l Jmmol (,3odo-0sd006700%, ,36m080“ (1980)
,80080gmo” (1983)“.°

360ho3mbgdo dmggbosl, dndmonmmaonbs s byd-
bgogmn®o 0©gbdmdol gmyegtmonl asdm, bdomswo
adbobomoggh Beeblgdlgommdnls mmodemgbgdals go-
dmba@nmgdo, domo bemgosemydo damdstrgmdols go-
16339300l 903b0dzbgmog, Moy Lbgmmby s byd-
bgogmn® 0@gbdmdsl dmdol 3ot 3obledmgtslbmeb
Bgnoegbgdmmdomss gddmfagnmo. obmbos doo -
6™ goddogtgdmos, Gm3 339 dmBhogm sgnggbosl
3986m000, Omgmby ,3my gmambsl’, mdgmoag mo-
390 ,353max90L¢ bognmet bbynml, sbogbmdtmozgdl
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This paper analyzes the relationship between gender, sexuality and genre in cinema, in particular body horror, using
Julia Ducournau’s Titane (2021) and Coralie Fargeat’s Substance (2024) as examples.

Body horror, as a subgenre of horror, is based on transgression, but takes a more radical metamorphosis, uncanny
deformation and total deconstruction of the body, which at the same time appears as the deconstruction of the
cultural norm of women. This connection makes sense given that the female body is the main object of control in
patriarchal culture, also a mystical place to be feared. In body horror, the transformation of a woman’s body into a
monster implies going beyond the limits of control and automatically means its transformation from an object of
violence into a subject. Accordingly, pop culture stereotypes acquire a feminist meaning.

Titane and Substance are ironic renditions of this convention, albeit from different—one might even say opposite—
perspectives. In Titane, the departure from the norm of the (female) body, which means becoming a monster, is the
premise for Alexia’s liberation, while in Substance the restriction of the body to these norms leads to its transfor-

mation into a monster.

“It will thrill you, it may shock you, it might even hor-
rify you.”
Frankenstein

y paper is not related directly to the main top-

ic of this conference, Culture in the Digital Age,

though it somewhat indirectly touches on the im-
portance and consequences of technological development
in cinema not only manifesting itself in good quality, but
also influencing the peculiarities of film language, the for-
mation of style—such as synchronous sound recording for
the French New Wave, handheld camera for Dogma-95,
digital equipment for so-called slow cinema, etc.—even
the definition of a new stage in the development of a
particular genre, such as body horror, the subject of my
research.

Unlike classical horror, where the thrill is caused chief-
ly by dramaturgical means, characters’ personalities and
general mood, in the so-called postmodern horror (from
the late 1970s to the 1980s), horror is achieved through
presentation rather than narration. The image of a bru-
tal invasion and transformation in the body, the graphic
depiction of the horrific transformation, is largely related
to the development of technology, resulting in expressing

transformation, on the one hand, in a completely phantas-
magoric form, and on the other, in a hyper-realistic way.
However, the transformation of the genre itself is not only
observed in technical indicators, i.e. the signifier, but in
the changes in the content of the signified as well, which
were significantly determined by the ambiguity of the
post-1960s sacial order and the fears of a rapidly changing
world. The fragility of the contours exposed in conven-
tional systems led the Western world into postmodern-
ism, which will also manifest itself in the transformation
of genres, the deconstruction of traditional codes, and the
play with texts. And horror will be an extraordinarily rich
material for this.

Bold deconstruction in postmodern horror is most
provocatively associated with its emblematic figure, Da-
vid Cronenberg, whose films are often concerned with
technological and scientific intervention in the human
body and ironic reflections on the ethical side of horrif-
ic transformation. Though Cronenberg views the female
body as monstrous and disgusting according to the tradi-
tional horror narrative, it is logical that contemporary fem-
inist body-horror is often inspired by his films as a kind of
meta-texts. Cronenberg creates a controversial narrative
that “is directed more at the ‘patriarchal culprit’ and his
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phallocentric scientific practices than at the monstrous
female body.“ Arguably, this dualism and genre inversion
of Cronenberg, with the classic horror scheme seemingly
embodied and at the same time completely robbed, de-
pends on the perspective from which we look at it: do we
see horror located in a woman’s body or in a man’s brain?
Accordingly, Female Monster is read in the exact oppo-
site way, as a deconstruction of the patriarchal order, as
a monster in itself: “Monsters in Cronenberg’s films re-
sembles the ‘patriarchal father’ more than the biological
‘mother,” the social world more than the organic body.*?

In this paper, | will mainly discuss two films, Julia
Ducournau’s Titane (2021) and Coralie Fargeat’s The Sub-
stance ? (2024), the most recognized works in this genre
in recent years, involved in an intertextual dialogue with
Cronenberg. Notably, that in recent years, female directors
in general have been actively using body horror to cre-
ate a feminist discourse. It is also logical that the female
body—the main object of control over women by patriar-
chal culture and, at the same time, a mystical place that is
feared—becomes the producer of deconstruction and new
codes. Julia Armfield, author of Salt Slow, a collection of
body-harror stories hailed as a brilliant and provocative
debut in 2019, notes in an editorial prepared for the book’s
publication that writing about women is, in fact, writing
horror, insofar as “l think that writing about women goes
hand in hand with horror writing. The female body is a
nexus of pain almost by design (that by-now ubiquitous
line from Fleabag: ‘women are born with pain built in, it’s
our physical destiny’), but it is also potentially monstrous—
an object traditionally subjugated, both for its presumed
weakness and its perceived threat. The mutations and
transformations of horror writing are uniquely qualified
to evoke this: the difficulty and unreliability of the female
body, its duality as an object both to be feared for and to
fear.™

Feminist body horror uses this controversy to disman-
tle and caricature the clichés of masculine culture. It re-
flects ironically on these fears through exaggeration. By
transforming the female body into a monster, body horror

1 Grant The Dread, 1996, p. 231.
2 Ibid. p. 235.

deconstructs the ideal woman as a muse (an abstract idea
of inspiration or worship) and as a desirable woman with
physical perfection. This body can no longer be a sexual
fetish. In this way, a woman is freed from the permanent
threat or experience of attack, harassment, and violence
against her. Body horror frees the body from fears that
arise as a result of incompatibility with (or expectation of
loss) the ideas and prohibitions established in a violent
culture and society.

The term body horror as a subgenre of horror was
coined by artist and researcher Philip Brophy to describe
the textual innovations of contemporary horror films in
his book Horrality: The Textuality of the Contemporary
Horror Film (1983). In his opinion, the transgression and
transformation characteristic of horror in general, in body
horror takes the form of radical metamorphosis, terrifying
deformation and complete deconstruction of the body.
Linda Williams, a researcher of the relationship between
gender, sexuality, and genres in cinema, believes that this
radical metamorphosis is achieved by combining pornog-
raphy and melodrama, i.e. genres that are largely based
on the discourse of the cultural norm of women and their
sexuality/sexual objectification. According to her, “for ex-
ample, pornography is today more often deemed exces-
sive for its violence than for its sex, while horror films are
excessive in their displacement of sex onto violence.”

In modern body horror, the transformation of a woman
into a monster automatically means her transformation
from an object of violence into a subject. Consequently,
she acquires the status of a heroine, or rather, a femi-
nist anti-hero (according to researcher Carina Stopenski,
“the female mutilator is an emblematic feminist figure”).
A woman’s transformation into a monster, a violent per-
son should be perceived as an artistic trope—having re-
moved the angel wings, a woman immediately becomes a
monster, unacceptable, destructive for masculine culture,
who poses a threat to its supremacy and domination, and
therefore undesirable.

The perception of a woman as a harrific creature has
been around since ancient times and is connected with

3 Both participated in the main competition of the Cannes International Film Festival, which in itself indicates changes, especially
since Titanium won the Palme d’0Or and Substance was awarded for best screenplay. This means that not only has the prestigious
festival become loyal to the genre, but the genre itself has acquired authorial, conceptual signs.

4 Armfield, On Body, 2019.
5 Williams, Film, 1991, p. 2.
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the phenomenon of the other. In her book Powers of Hor-
ror: An Essay on Abjection, Julia Kristeva considers abjec-
tion to be the basis for the separation and marginalization
of people in patriarchal society, their division into subjects
and non-humans, which is primarily caused by abjection
for the body. It is no coincidence that in horror, the phe-
nomenon of abjection appears, first of all, in the form of
the corporeal, as a manifestation of the animal, be it blood,
sweat, vomit, drool, tears, which intensifies the feeling of
abjection. Kristeva defines the term “abjection” as “the
state of being cast off” when one is separated from norms
and laws on a social and moral scale, and she views it as
a universal phenomenon that “does not respect borders,
positions, rules” and therefore what disturbs identity, sys-
tem, and order.”®

As Carina Stopenski notes, Kristeva’s theory can be
understood as general fear of isolation, of confronting
the unknown, so, “when one is opposed with a body that
has been outcast, the threat of that fate may render them
uneasy.” Thus, it is not necessary that the inhuman fear
of the stranger comes from the inhumanly unrecognizable
(the monster); it can be a person but different from us and
unusual for us, especially a mutilated, deformed body as
highly grotesque, which in body horror acquires the form
of power and uses the narrative of victimhood typical of
the narrative of abjection to achieve terrifying, or inhuman,
power.

An act of violence may initially be simply an act of
revenge ®, but ultimately, “the taste of agency that killing
and torturing gives her soon just becomes a way to satiate
her own perverse desires instead of as a way to attain
vengeance. Mutilation of others and the self allows the
traumatized female mutilator to come to terms with her
Otheredness, and in the process, she frees herself from
the threat of abjection: she casts herself out voluntarily
before society can do s0.”®

Carol Clover identifies Sissy Spacek’s heroine in Brian
De Palma’s Carrie (1976) as a kind of archetypal image of
such transformation of the female character in body hor-
ror, whom she calls the first “victim heroine” and whose

6 Stopenski, Exploring, 2022, p. 36.
7 Ibid, p.2

emergence in the 1970s, against the backdrop of a power-
ful wave of struggle for women’s rights, becomes a radical
challenge to the “sadistic gaze of the man”.” In modern
body horror, many of Carrie’s successors appear, including
Julia Ducournau’s feature-length debut Raw (2016). Like
Carrig, she is an ordinary, average, mediocre object of bul-
lying. Her vegetarianism emphasizes her difference in a
carnivorous, violent society that abuses her in the form of
an older sister. She, in fact, rapes Justine when she forc-
es a piece of meat into her mouth as a grotesque symbol
of rape. The entry of a foreign, animal body into Justine
turns her into an animal, greedily devouring not only edible
but also human flesh, which is a form of protest against a
violent culture. This is also confirmed by the choice of a
gay man as a partner for defloration as a challenge to the
heteronormative order.”

Julia Ducournau takes an even more radical form
against heteronormativity in Titane (2021). Alexia, who
turns into a human-machine as a result of the impact of
a metal (titanium) implanted in her brain after a car acci-
dent, somewhat echoes Donna Haraway’s concept of the
human-cyborg. In her famous A Cyborg Manifesto (1985),
the researcher of scientific-technological processes and
feminist theory rails against anthropocentrism and rejects
the rigid division between human and animal, human and
machine, natural and artificial, physical and non-physical.
She also criticizes one of the central issues of identity in
feminist theories, and precisely through the dualism of
the cyborg, she shows the plasticity and indeterminacy of
identity within a framework of strict determinism. Howev-
er, if Cyborg imagines a utopian construct and dreams of a
dystopian world without gender, with Ducournau, gender
(still) exists, although it is beyond strict boundaries.

According to Kristeva, abjection arises precisely when
a person crosses a certain boundary. Therefore, “the mon-
strous is produced at the border between human and inhu-
man, man and beast (Dr. Jekyll and Mr. Hyde, King Kong);
in others the border is between the normal and the su-
pernatural, good and evil (The Exorcist,Omen, Rosemary’s
Baby); or the monstrous is produced at the border which

8 Such is the case with Coralie Fargeat ‘s debut, the short film “Revenge,” in which a young woman, the victim of a gang rape,

takes revenge on her abusers and kills them.
9 Stopenski, Exploring, 2022, p.17.

10 Clover, Men, Women, 1992, p. 23-29.

11" Harkins-Cross, Embrace, 2017.
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separates those who take up their proper gender roles
from those who do not (Psycho, Dressed to Kill); or the
border is between normal and abnormal sexual desires
(Cat People, Cruise, 1980, Hunger, 1983).”"

Because of her hybridity and fluidity of sexual identi-
ty, Alexia is often seen by critics as an expression of the
ambiguity of transsexuality, signifying the uncertainty of
her social status, which is caused by the incompatibility
of a strict definition between body and sexual identity.
The irony is all the more intense because we meet Alexia,
now an adult, as a showgirl, who exhibits her body and
thereby turns it into a commaodity, and although her erotic
striptease shows also arouse men (whom Alexia brutally
abuses), the object of her passion is a car. After passion-
ate sex with him (the car) she becomes pregnant, which
causes her body to begin to break down between human
and metal forms. Alexia’s foster father, Vincent, takes care
of the newborn little “monster.”

Vincent also represents the toxicity of the male world.
A leader of trained, athletic young macho firefighters’
team, he tries to defeat age and maintain strong muscles
by injecting steroids at the cost of pain and, in fact, vio-
lence against himself. “Are you sick?” Alexia asks. “No,
I'm just old” Vincent answers with a sad smile. Patriarchal
culture has a disturbing effect on a person, regardless of
gender, not only with gender, but also with ageist stan-
dards, which in modern post-industrial society with even
more sophisticated tentacles contrast the natural process
of aging with the artificial manipulations of eternal youth.

Coralie Fargeat delves into this issue in an even more
grotesque way in The Substance (2024). Aerobics TV star
Elizabeth, at the peak of her popularity and after a humili-
ating encounter with a TV chef, realizes that she will soon
be thrown away like an expired product, so she agrees on
a highly dubious offer of cloning. As a result of the mirac-
ulous substance, a beautiful young Sue is born from her
body, which periodically needs to be replenished with the
substance. However, Elizabeth loses control not only over
her own body, but also her clone, her improved version of
a young Sue, who continues to exist independently at the
expense of Elizabeth’s increasingly rapid aging/mutilation.

In one of the interviews, the director says: “l really
wanted for the lead character to go to a woman who in-
carnates a myth and a symbol in itself, as Demi does as an
actress.” This refers, first of all, to Demi Moore herself, as

12 Grant The Dread, 1996, p. 40.
13 Grant The Dread, 1996, p. 40.
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one of the iconic figures of the 1990s, the image of an ath-
letic, sporty young woman replicated many times in main-
stream cinema and advertising (G./. Jane, 1997, Striptease,
1996); Demi Moore, who has not appeared in a major role
in a long time.

The film shows the process of women’s depersonal-
ization by consumer society and the pop culture industry
with extreme grotesqueness and at the same time pain-
fulness. With each step taken towards eternal youth, it
kills individualism in itself (people with standard appear-
ance, cloned as a result of plastic surgery) and renounces
herself.

Fargeat takes body horror with the advertising-like
glamorous stylistics of the science fiction genre, which
intensively includes large close-ups of the body, food and
mechanisms, thus emphasizing the main problem shown
in the film: the body that becomes a product in an indus-
trial society, which is considered at the level of any other
consumer object.

As mentioned earlier, body horror in a way frees a
woman from her own body, from the physical or moral
standards attached to it in masculine culture, but in The
Substance, on the contrary, fixation on the body and ob-
session with controlling the natural process of aging are
shown.

In the final episode, the carnival grotesqueness of New
Year’s Eve finally exposes this absurd obsession with
bodily perfection, when the beautiful Sue is transformed
into a huge, shapeless body and ultimately into the Gor-
gon Medusa herself. The runaway/outcast from the show
takes refuge and grows into the star that is installed for
Elizabeth at the beginning of the film.

Obviously, the image of Medusa is no coincidence
which appears in a seemingly hinted way, as the “queen of
the pantheon of female monsters,” whom Freud consid-
ers the symbolic image of the vagina, and her destructive
gaze as the symbolic embodiment of the fear of castra-
tion. However, the story of the transformation of this well-
known mythological character into a terrifying avenger is
usually of little interest to myth, since its ideology is aimed
atdiverting attention from the female monster, which pos-
es a mortal threat to men. Wonderful Medusa with the
most beautiful hair was raped by Poseidon in the temple
of Athena, where the young woman took refuge from the
insatiable passion of the god. The gods were not angry
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with the violent Poseidon, but with the Gorgon, the victim
of violence, for desecrating the temple, for which she was
punished—Athena turned her into a huge, terrifying-look-
ing head, with coiled up snakes instead of hair.

The Medusa-Gorgon is, in fact, the earliest archetypal
image of body horror, using her horror, monstrosity as a
weapon and power to survive and establish herself in a
hostile masculine world. The doctor’s theatrical greeting
and warning to the audience in the prologue of Franken-
stein: “this will shake you, this may shock you, this may
even frighten you” sounds different in modern body horror:
“This may shock you, this may even make you and even
reevaluate conventional ideas.” Julie Ducornou’s Titane
and Coralie Farjat’s Substance are ironic readings and de-
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