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“Warren Sonbert on Marnie”
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Not that one can exhaust a film as z‘ich as Marnie, but one of the work's ’t"‘d’*"‘lﬁ?w:

calling cards?"one that it shares with the output of Sirk, is an articulate

ambiguity of utterance, of pictorialization, of montage - but of which of course

so do the best fllmakers‘s¢w\-aw£. Ccom‘:ained cHen e e

One of the major ®ncerns of the film seems to be the schizophrenic s litm frame

the visualizations of bloc! a"gfe‘and escape. This is rendered in th¥eEfrste image

(after the storybook telling entry titles - pages turning -, though in the opposite

direction of thz way they normally do) with thg back of ai&”&&‘v’iﬂ.k‘{ﬁé‘&gth a

yellow handbag away from the camera from CU, &wesr-the camera tracking with her down

the platform of a deserted train station. The converging lines of tracks, columns
and trains seem to point to both a point of destination, of flight but as well+o

a cul de sac of constraint.

The first cut away from this quest - and they will be inextricably linked from here

on in - comes with a CU of Strut's outraged "Robbed" delivered against the yellow-

walled background of his office. Struts' complaints and Marnie's psychos&s act
throughout the film as spurs and catalysts to one another.

The second cut featuresa duo (more conspicuously incompetent for being a pair rather 2
k than the stature a single detective might visually inspire ang“e‘m asize) of typically
ineffectual Hitchcockian policemen engaged in the investigation In midforeground R 2
while on backforeground L stands in bemused observance Strut's slut of a secretary i

3

& rosilipms

(someone obviously more suited to her bosses' extracurricula demands than the more
demure Marnie - one is reminded of Mark's later line: "Beipg cornered by a bullish
boss"...etc. The secretary (as the 2nd woman glimpsed i tHe film's 3rd shot)

moreover both links with the so far unseen heroine (both shareﬁl)lack hair) but whose34 T
demeanor - slovely, comely, inviting, loose - is in markedﬁilstlnctlon to the even j,,_

~ oo G 'Jwvs«yu,\a

only glimpsed from behind ice queen statuesque posture of Marnie - the woman of
the first image. Still talking only about the 3rd image now - behind the couple
of dicks and the single siren - an open door loqms that seems to scream for some y £ \fh
body to fill it‘é’"f?’gﬁi‘éi"“’ud%é“énﬁ&}%"a oA TEHot 54k To Struts Kvetchings = ’
(an unsympathetic father figure*ﬁnt“l’f'ark's soon to appear presence will cuambwaldy £ o rm
¢ be a rebuttal - as well as to Mark's own father's ineffectual side of the other
fence's choice of father figure options - either a lout or a wimp, while Mark is
(almost)at least "ideal" - that doorway is at last filled by Mark's initial
appearence sliding into place: Assured, direct, full face forward - unlike the
mysterious, devious Marnie (false bhck hair, in isolation, head turned away), Ma-x s
both distinuished - coat & tie - yet casual - raincoat over shoulders (and rain &
water will indeed be called into play in great detail later on} The camera witl
track$in to Mark as he utters his ironic "Resourceful" in reference to the yet
unseen Marnie. But the track in to both Mark & Marnie within the film's first
half dozen images provides a link between the film's Fhajor characters (mot for
nothing are they called "Mark & Marnie".) in which Marnie's psychoisis is a more
extreme outgrowth of Mark's neurosis (a little like the situation between Norman
and Marion - also similar sounding names - in "Psycho" but there the sexes are
reversed in their more dangerous developments). Just a little more digressing
on this business of names (and this will be underlined with the parade of Mary-
derived Social Security cards shortly to come - Margaret, Marion (again), Mary even
and so on): In the major masterworks cf Hitchcock's late '50s and early '60s films
the heroines have been Madeleine ("Vertigo™), Marion ("Psycho"), Melanie ("The Birds"),
s Marnie ("Marnie'). Obviously Hitchcock's Jesuit-oriented education divides women
£ up into the Virgin Mary and Eve (the name of the h¥oine of "North\ by Northwest')
i\ - and by extension of that, Lil (from Lilith) in "Marnie" C?“"""“"—‘ ofpeiche o ‘*a"""*'fwf“"'&“;‘
" Marnie conkinues cn her path through the hotel lobby, shke yellow hair is finally Rretand
revealed after a washing away (later referred to us as a washing away of our sins)ww
with a significant light on the wall in the background (these lights and lamps
will figure significatly for both the hero & heroine - as they do in most of the
Robert Burks' photographed Hitchcocks of the 50s and 60s - wilh all theWusual baggage
of illumination & revelation. The 2nd overwhelming statement.: ‘ggﬁblgcka e_\'g_ gscape
comes with the packages, suitcases, handbags motifs on fhe bed. Thess after alt™ :
are apparmkes/vehciles of both escape/flight/travel/déstination but also of k’:‘f"fmr”‘“‘ Qe
containment. Closed worlds accumulate & overwhelm the screen's frames: bags, Q;:T,:;’) ‘:_‘:’T‘(j &4
sui¥'ses, sewer grates (suggesting the initial motif of bathrooms’ Secret recesses) wroscib:l,
keyes, identity cards (of course a schizo Tike Marnie wonld have manv of those - both
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wwofa 2
on a pragmatic and on a personal level). Yellow key ¥s pushed down the grate - throughout
the work it isn't red (color of blood, deesk, lust, passion, excitment, irresponsibility’fire,heat
- all the things that Marnie is not) that is linked with Marnie but yellows and browns
and greens - tasteful, muted, unassertive - colors that Mark also shares and cultivates.
Her remarks to Forio: "Bite me" and the stableman's "Spoiled Baby" os=lewio (something
Marnie obviously was not) coming in such close @ntact with the first of a series of
elusive mother figures the woman at the inn desk\— to balance the father figures thaat alse
balancegMark & Marnie. (AlmbS FMatnte lookalike, almost a fantasy projection of
an ideal world for Marnie's future:a 50ish Marnie overseeing emdy limitless stables
of horses) sets in motion ibeedf the infamous false backdrop rocking horse rear
projectione fantasy escape ride for Marmie (horses — traditionally the father in
Freudian interpretation of dreams) : False background, false pleasures, false escape.
Cut to another image of bl@ckage & escape: from above the cab proceeding down the
Baltimore street. Red brick houses making shether converging lines of cul de sac with
a ship as the dead end in the background - a ship takes you away (the lat@r south seas
honeymoon is suggested here - as well as the "Aloha" pillow of Marnie's dregm (or reality)
of the night of her initiation into nmrder.s's‘rél\lggﬁ?]eﬁfyug‘;éff@uga%uﬁbghaiﬁ-‘é}xsng 515§L°P”'MT
(here Sirk's children jinvariably growing up to repeat the mistakes (and here crimes) of
their parentﬁ%%nz)i}d”é 4t of (“J;lx).oge'o’r’h,m ursé ‘Aﬁfgator Purse" will have their obvious
coPrelatives in the core of the work to follow. The little girl & Marnie alternate points
of view. Red gladioli suffusions are due to this bout of jealously with Jessie. The mother
makes a crack about "Blond€' equating it with evil Lr;"bﬁ'ﬁ- that is almost never absent
from any frame of this film. And indeed this subtle yet debilitating contagion that
pervades the film's moral climate reaches its apex with the entrance and actions of Lil
—Marnie's doppleganger — . Marnie is framed standing against the staircase (quest ahead)
Jessie is framed sitting against a lower area of the same staircase (her trials - since
she's younger - will be perhaps more arduous - who's to say that the spoiled Jessie
won't have similar or more excruciating torments/fuck ups from her upbringing) while
behind Mrs. Edgar teacups & fragile Dresden china loom (linking up with MruRut%aoréc‘l's cr
teacups) The overbearing mother & the underachieving father. Both Hodsed” onf}y fuwo qn > THera
the film) sla&—é%b*rd‘familf}fragilely built over thin ice (could break
away at any moment) in the emphasis on china, of staircases (trials to overcome)
and guilty secrets hidden awav contained within the & here of evervday normalcy (Lil's
later snoopings & pryings). Mrs. Edgar's leg is &@m - she hasn't a leg to
stand on in her false assumption of false guilt (like the heroine of "Suspié¢ion" assuming
bad faith martyrdom). This infirmity of mind & body smacks the face of her begrudged-birth
bastard daughter as nutcrackers,needles & nuts spew all over the smese place in a fremzy
of sexually hostilésssmweeds as the yellow refrigerator looks on. Onto the first shadow of
the dream - window €apping sequence - window is an escape but there's also a brick wall
directly opposite. Mother at the top of stairs is alo in shadows and an ominous walkdown
(Herrmann's almost gooey score finally lets up and the silence is at last really threatening)
slow FO down the stairs (that walk is more tapping)(the cane a transference for the later
murderous phallic poker). FI on train R to L (psychological regression that R to L in the
heroine's odyssey) which cuts in further emphasis to a yellow cab at curb going R to L
to deposit a nmewspaper clutching Marnie (The headline reads: "Crash kills 118" and even
though she's smiling this is not an auspicious sign - did you know that Mrs. Edgar's
address on that dream street in Baltimore - prominently displayed put in the background
of the final cathartic sequence 13&? Not a casual offhand # 1ike?7 or 3, huh? & More
on 8 later). In the Rutland offices - distinguished by brick, converging columns, a bridge
in background of its exteriors - Susan, the affable Rutland secretary - bright & cheery,
but already hence 'tamed" and therefore of absolutely no iné:erest to the huntsman Mark
(he doesn't ride to the hounds, makes fun of such but is"4Ftr more challenging prey) is
set in sharp contradistinction to Marnie's mysterious aloofness (much like Scottie
Ferguson's fascination with MadeTHEAE~ 11 etk 15 Y. i Tarly Marnie piques Mark's interest.
Mark's g¥een safe/vault"the green walls and brown furniture combine with Mark's flirtaious
appraisals and Marnie's neurotic coy avoidance glances to exude a palpable sexual temsion.
Marnie later eyes the safe, Mark in background eyes Marnie - Mark observes before he trains
his animals. Keyes are for insertion - Marnie taking back with her aggression the sexuality

circumstances, have denied her: Money & Power and aggressive control are the makeup of a
'

man's world (a_theme of "Vertigo" too) apd Marnie;s thefts are also her es of male power.
B o el S SR P R B R A T Do B

actions and a spur to her catharsis. Predatory behavior & clinical observance before action:
Mark & Marnie. Man flirts & more red suffusions (red on white) another trip to bathroom-—
another washing away of sins-here with soap. White—color of death.m JAcfau:THE ZEMaVAL ©or ¢2loz
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More washing away of past sins with the storm outside the Rutland offices - i

it Tined parks Fot. A las rominent_in foreground dividing but balancing Mark &
Marnie. A healthy atti;ude - Mark?‘gﬁggg?r??fn?ﬁmﬁi‘ 1st wife's Pri—Columbian art collection:
(connected to Marnie's animalistic primitivism - shedding her shoes before jumping on Forio
later on). But then there is a mystery ghere, about Mark's lst wife, about her 'death" -

"So young" - someone (Swmen?) says. Unanswered, but perhaps of equal devastating import to
Mark's current condition as'the film's conveniently put together puzzle of Marnie's destructive
incident '™ her youth. This opens up am endless can§of worms. What lurks behind everyone's
behaviorial patterns. Did Mrs. Edgar become a prostitute because of economic factors or

was her personality drawn to it or a combination of both. And surely Strut's homelife - judging
by the arch, removed presence of his middle-aged wife - can't solely explain his brutality

and venality. What is it about Lil that causes her both to Be a champion of her sister's memory
& place in Mark's affections (a la Mrs. Danvers in "Rebecca") but in love herself with Mark

and cuastically out to get Marnie anyway she can? And why is Mr. Rutland so removed from

society and so complacent about it? Will each of the children playing in the street on both
trips to Baltimore themselves be twisted, half-formed, neuroticized in the process of attaining
adulthood. One of the film's mysteries is somewhat solved but not in any instance are all the
others. Mark at least makes the showy gesture of discounting his past -~ moving on without

the human's usual tenacious hold on memory & guilt. The office's red carpet links with the
Rutland home's red carpet with further links with Mrs. Edgar's red carpetab‘f’t ‘fater on

the blood-splatterd poker will find its ultimate rest. A tilted CU for Mark comforting

Marnie, a CU for their 1lst kiss - notiset right, and a 3rd tilted CU in opp. dir. of the

first to balance the kiss and its apposite effect. Mark & Marnie take their lst of many

car rides: all of v?iiaha\cc;ggmlaI.L,m information being given or confessions%

some partly true - \being rendered. These are modern-day odysseys of the soul in ican
surburban landscapes. Invariably streaks of brown-yellow-green (the onset of fall) will be

the backgrounds for Mark & Marnie - complemented by the colors of their clothes. At the race
track it just isn't the man's pressure of the vast that this time causes the red suffisions:

his entrance coincides with a glimpse of Table #8 card placed on Marnie's lower R. #8 is also
the number of ,;Dgﬂ};}agguhorlslg that t1\g\§r11:[.e refuses to bet on. #8 her tome address in Baltimore
(plus 1 & 1 - Marnie & Mom) Tt ail adds up. A salt & $&fpéZ"fiS11¥v. And the horse's name

is appropriatelt annointed "Telepathy' - certainly part of Mark's hold on Marnie. He's the

only male who has so far been able to outfox this vixen. Again red on whitebés the jockey's attire
Mark's recessive father is seen descending the stidrcase at our lst glimpsew r:’fﬁe Rutland

home (balancing our previous sight of Marnie's mother descending - both from hgrmwlsw -

but in opposing directions). Mark's home is full of pictures of horses, and silver and

bronze suclptures of horses, in fact the IPo"r'ﬂ.y art workthat seema to Be present. If Marnie

is looking for father figures( Forio even gets delivered eventually) she can certainly find hem
2t here. And her reactions upon entering are not of forboding or mistrust or dread (at least

not until after the honeymoon) But of welcoming interest. And Mr. Rutland is even wearing
Marnie's colors - yellow vest & green tie - school colors, team colors, colors the signal

that I'm on your side (in contrast Lil wears turquoise, ruby red, - the mischievous & the
challenging). Marnie will find sympathy & aid in Mr. Rutland & Mark, antipathy & hostility

from Lil & Strut - but the latter's ac ions and presences will also serve as kicks in the

butt for reassessment and reevaluation.“Li1"¢E115 ¥ATi*'éhesky" LVSddt Ti%8 Marnie, but also
soon enough like Lil with her snoopings & pryings. Again the prominent tea cups plusves.
ceremony link up with Mrs. Edear's home backgrounds. 1)LS from above, the walk by the couple I
to the stables. (Vertigo's stables are invoked). 2) In the stables horses on side foreground, «va
couple in background. 3) CU kiss disquieting because of the abrupt focal length change Lanl
from the previous images. The robbery: Another hiding scene in the secret recesses of the
bathroom - in fact the film's longest take.-Marnie's waiting. Unclean bodily functions

~later on Mark willux,“efer t%}ga&l;e‘é lies as "Mt. Everestsof manure' thus linking up the

visual themes of horse‘g"&’%athroom‘;?t{)ife‘ts. And now again the bag & key and the thrust

forward assuming aggressive masculine stance for the robbery. Now a lengthily held symmetrically
balanced LS camera below eye level but looking across rather than up - a position not assumed
by any other shot in the film - 2 women engaged in separate but similar actions. The washerwoman
at her work and Marnie robbing the safe. Yes but both are "cleaning up". Hitchcock's visual

puns proviT)‘.%osome relief from the predominantely minor key tomality of f.t»l\e womrk\; _ﬂa&r&ieb
removes her shoes for flight (linking up with her similar gesture later OF ol Foric). And
indeed the first cut away from the robbery already has her on her horse. Theft & riding are
coequal releases for her. Mark greets her soon afterwards with "I should beat the hell out of
you" - good animal training tactics.~If not the most edifying in regards to humans. In this
initial revelation of Marnie's mendacities Hitchcock keeps the couple in strictly separate
frames though the bedroom at the inn is certainly small enough to contain them within the

same rinematic anace hut it'a at thia nnint 4in their relatianchin that thev ave aenivitually
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farthest apart. Mark calls Marnie "a habitual liar" in their next car ride - though Mark
eventually himself lies to Lil, Strut, Cousin Bob, his father and on and on. At the Howard
Johnson's Marnie would once more like to "freshen up" at the rest room. Escape comes for

her in bathrooms & horses - - on board ship a big fuss is-made abiout ler hkbddmss retreating

in there. Mark askes "Are you cold Margaret?" "Marnie", The confusfon of names finally reveals

the truth: her real name and the fact that she is cold - frigid. Outside the house before

leaving on her honeymoon MR. Rutland suggests going back for "another piece of cake". In the
previous image of Mr. Rutland that we saw - before Mark & Marnie's kiss at the stables - with

Lil in the foreground, Mr. Rutland reaches for another piece of cake too. There's a tie-in here
between two self-indulgences. Mr. Rutland's unselfreflective selfishness & complacency & almost

as if in balanced overcompensation Mrs. Edgar's self-sacrificial burdens of guilt. Mark's father
again blithely unaware & withdraen, Marnie's mother oppressive and all too aware. On the steps
Mark suggests bringing Lil back a "Noble savage" - an attempt to Balance some of Lil's overly
sophisticated outlook (degenerate, overrefined - lolling about on couches, going out to lunches,
endless shopping) with some of Marnie's animalistic primitivism (but here again overbalanced -
Marnie is nothing if not an overachiever - happy to work late, after hours, boundless energy
that can only find an outlet, an escape from self in keeping busy - even down to non-stop robberies,
"absconding with the family silver" as Mark gamely puts it. Cousin Bobjinfo to Lil sets her up

as another thief - going through drawers and ferreting out secrets - in Hitch's Jesuit-trained
mentality such behavior isn't too far from the taints of Marnie's pilferings - more so as Marnie

is more actively psychotic. The cruise becomes another flight., The yellow walls & green chairs

so compliment the films other interiors that Mark & Marnie might seem to have designed their

suite to feel more than at home. Marnie emerges in a muted green nightgown/robe by Edith Head

that resembles a formida]g}e coat n;ﬂ:mor as Mark makes a crack about bathrooms being the ., v
real "battleground”" of a' Mafriapd. MATL' S ‘attefpty st AFfadhidh Pasult Ui uivatet 8¢5 2, [ty
animalistic clutchin%s *oijts:he green couch like a trapped prey - just as later on her endamss TS
cat burglar outfit & facfn&after Struts' intrusion reinforce the nonhuman aspect. This next

vain stab at flight, escape (the cruise)“displays in profusion yellow flowers, a yellow headband,
even yellow drinks (screwdrivers- sex & safe-breaking tools) . Before the love? sex? rape? scene
there are 2 shots from above & below the couple right after the tearing of the nightgown.

This is balanced by a porthole directly behind Marnie's head eye level. Her lowering down with
Marnie's vacant eyes staring and the FO FI on the grey porthole sets in motion some more questions
about the scene. Sex or no? Rape or no? Climax or no? But the visual emphasis on a grey porthole
both before & afterwards surely posits an unsatisfied vagina. The lack of emphasis on anyone else on=|
board during Mark's frantic search through the ship's corridors links up with the other tranmsportatf
scene of the opening train station and that these are solitary quests by the hero & heroine. Again
the profusion of water - pool & ocean, and the vainly attempted drowning reinforce the continual
motif of washing away those sins. When Marnie says goodbye to Mark back at the homastead there's
both a rolling expanse of hills in the background as well as a fence - one more visual emphasis

on closure & flight (this links up with the Balt-more household's window & brickwall, or ship

and street,and so on. Mark brings home Forio: a slanted shot of two women (Lil & Marnie) at the
windows of their rooms both parting the curtains at the same time. This recalls a similar moment

of similar import in "Rear Window" with Lisa (Grece™eddy), the heroine and aswwedt Miss Lonelyhearts
(when the former proudly holds up Mrs. Thorwald's wedding ring - unaware of the approaching murderer
and right before Miss Lonelyhearts contemplates drinking a potion of sleeping pills). These juxta-
positions of two previously thought of very different kinds of women now suggest the opposite: in
"Rear Window'"s case Lisa could very well wind up a lonely, unwanted unattached woman just as the
spinster (as she eventually does) has the potential to enter into a mutual satisfying relationship
with another being. Here in "Marnie" I think Hitchcock has already demonstrated the doppleganger
links between Lil & Marnie. Lil certainlw has the potential to becomi#g an active thief & liar

(she even swears this kind of alliegiance to Mark) while Marnie, if her anxieties are solved

and her soul saved, could learn attachment and trugt for a fellow symnathetic creature ("Getting

a jaguarandi to trust you is a great deal" remarksMark earlier). After Marnie's leap & shoe
removal to mount the horse, Lil & Mark in the same frame have a dialogue. There is only a cut

away to Mark sole{ﬁ filling his own cinematic space after Lil's remark about a "Mother in
Baltimore". Mark's moment of revelation and intellectual isolation deserves the cut, the change

of spatial venue. A reason to cut, to make a change. This e moment of "truth" ee not
cinematically slighted. Another revelation follows - but as it turns out a false one - Mark

on the phone in his upstairs study questioning a detective about Marnie's past and getting the

info about Mrs. K Edgar's police record. Again the camera shifts overhead for the news item that
literally throws a new slant on the proceedings. The scene even ends with a closed _door in his
study from Mark's POV emphasizing that these secrets may not yet be truly answered unbeknowst to
Mark. The "Aloha" pillow dream follows with a pan back to reality of Marnie's Rutland mansion
bedroom with its yellow flowers. The man's hand at the window "I can't bear to be touched".
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0?scene before) - final ?n‘ét':'ﬁ't’iﬁ‘g 6 For ansulrs. Ll
¢z the whole story. In the recounting, the sailor (linking up with'outside ship - a

The "I'm sick? Take a look at yourself, daddy dear' sceme follows. Mark's admits, somewhat
smugly,his lack of perfection. This ends with Marnie's screams of "Someone help me' which
is foliow_ed by the slow crane down of the entering partyguests which only cuts when
Strut's arrival fills the frame. Strut is the help, albeit indiyectly, that will lead
to the final catharsis. Not only that: Lil greeés him conspiciously dressed in red -
what a double whammy. Marnie in white as rebuttal. After her cat burgular getup pacings
hEL re= dprey various clutehin f—the ch, her sympathy and identification
with the trapped vixen during the hunt pushes her literally (and the camera as well) over
the brink. The rocking horse escapes, her toy world no longer satisfy. Neither does the
subsequent robbery - not a stranger;s safe but her husband's the MALE. During the hunt
Lil pursues her in her active doppleganger role, and after the accident three women
struggle with a gun, torso shot with Marnie & Lil balanced on L & R while a mother
surrogate figure & provider of the gun is in the middle. The two halves of the ego
must destroy the id (and again this woman - the first & last we see-her-recall not
only Mrs. Edgar, Marnie's mother, but as well that perfect ideal of Marnie in the
future glimpsed earlier in the film as the mistress of the inn of Forio's stables.
Dopple’ganger halves struggling with gun with mother between them. But all that gets gyesy bl
shot and from Marnie's POV like the safe vault in the next ﬁé”—"'two escapes that {;u, netwe
must be destroyed, relinquished - is Forio. Strut's line of "Wait till you've been \.o. p $7
victimized" is visually answered by the distraught mindless entrance of Marnie in her ¢\ g
riding togs listlessly coming into the Rutland hallway - the only victim now seems &wc=los
to be herself. The god's eye view of her, the god our father, finds a paternalistih_3 ¢apl
crushing weight that is old testamount all destroying. Strutt - the mean dark side
of Mark's weak father. In Mark's office with Strutt horses, statuses & paintings
of all types & sizes accumulate with oppressive, magnifying strength. The spiral
coil at the staircase's bottom compliments Marnie's often spiral coil hairstyle -esp.
emphasized with her talk on the phone to her mother. And her descent down the staircase
to visually encounter it seems like some kind of Job-like accumulative mass of pain
in mockery, Ihe zooming in & out of the money in the safe is an obvious enough metaphor
of sexual thrust = - e :: o thas female's aggressive rape
of male power & control. There are 3 shots of Mark's crotch approaching Marnie with
his outstretched hand. Does vault relate too to her vaulting with the horse. His fly
to her fly through the air? Surely their intertwined boots & shoes given a prominent
shot in CU is like another rape but this time hers over his money. These tensions
are not resolved quite. Bagk to Baltimore - the ship being there still suggests “Stasis
of the situation. Rain again but now the final washing away of the sins. The red bricks

ress recalle Forio's final collision with the wall. Marnie immediately
plunges upon entering onto that staircase that provided the background for both her
& Jessie earlier in the film (and 1i3}<55)}; ,g%f’é’«.s"’é’é&v%l;éeq%’é%éﬂ‘}vﬁsa&_ircase seen a

P oan}srL the mother knows

e "Psycho

3, Y constant reminder, of illstone of guilt arounii &other's neck) provides little Marnie
;é’ with the same gestures of comfort that Mark 3 for the nightmare awakening
= adult Marnie. White—is—deathmin Japone=The— wter. The opening of the
° t’f&?sm is a similta-eous zoom in and pan back (like the Vertigo technique).
S A queasy repulsion/attraction like the thrusts to the safe. The sailor's emergence

is a fragmented pan (the only instance of this technique in the_film) giving the
character special prominence. The potency of the phallic poker. Fecalls the nutcrackers
& needles of t k seen (¥=—weiZ®-the physical blows) of Mrs. Edgar's outrage
towards Marnie%kind of s(fw_xualit . "There now" comfort statement’sdie as

Marnie's towards Forio — theﬁronﬁ?%ﬁ?ﬂ"fﬁﬁ*bﬂfe mother takes on her daughter's

guilt which causes the future abberations in the really guilty party - shades of

"Under Capricorn" territory here - which in turn makes everybody cummulatively

miserable because of the underlying mendacity - as opposed to having it out. This
transfer of guilt motif taints all. The teacups in background during Mrs. Edgar's
confession mutely underline family fragility once more. The final images of mother

& daughter contain a phallic tilted fountain pen in background. A slash, a separation
but also what joins them in guilt - either sexuality or the denial of . Outside

a blond girl in yellow is the foreground figure in a pack of surprisingly startled
onlookers at the couple's emergence - almost as if they too are disturbed by

the ugly possibility of copulation in the form of relationships rearing its head

in any repressive upbringing situation® (after all children are usually denied

many healthy exposure to such - just like unclean bathroom functions & equated with that
—and again perhaps resulting in their future adulthoods wiTh similar sexual & behavioral
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The School of the Art Institute of Chicago

Columbus Drive and Jackson Boulevard, Chicago, lllinois, U.S.A. 60603
312. 443-3700

abberrations 'along Marnie's lines or any other's. FO from above as the car (once more)
containing Mark & Marnie starts to turn a corner but does not quite complete its action
before the end. A gesture towards healing and unity but not strongly enough affirmed

to insure a happy ending (again a la Sirk), that all the problems have been worked out-
or that there's any such thing as an easily resoIvable resolution.
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