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Introduction

Michael Apted’s 2002 film Enough, written by Nicholas Kazan and starring Jennifer Lopez as Slim, uses
the domestic thriller to examine intimate-partner violence, economic dependence, and patriarchal
entitlement. Slim begins as a waitress with limited financial security and marries Mitch, a wealthy
contractor who initially appears protective. The relationship changes when she discovers his infidelity
and confronts him, revealing that his apparent protection is tied to a belief that marriage gives him
authority over her movements, choices, and body. A feminist reading therefore focuses less on one
violent incident than on the broader structure of coercive control that develops through intimidation,
surveillance, money, threats, and manipulation of parental authority. Stark (2007) argues that
coercive control often operates by restricting autonomy rather than through physical assault alone,
and the film repeatedly dramatizes this pattern. Enough is valuable because it rejects the idea that
domestic abuse is a private disagreement between equal partners. Its limitation is equally important:
the conclusion transforms a systemic problem into an individualized combat fantasy that cannot
function as a realistic model for survivor safety (Apted, 2002).

From Romantic Protection to Patriarchal
Possession

The film initially presents Mitch through a familiar romantic convention in which male confidence,
wealth, and physical power appear to offer security. His intervention when Slim is harassed helps
establish him as a protector, while his financial success promises a more stable life than the one she
previously had. The narrative later reverses these qualities. The same confidence becomes
entitlement, money becomes leverage, and physical strength becomes a method of domination. This
reversal is central to the film's feminist meaning because it challenges cultural stories that equate
male authority with safety and female dependence with romance. Mitch’s response to Slim’s
discovery of his affairs is revealing: he does not treat her as an equal partner entitled to demand
honesty. Instead, he assumes he has the right to set the rules of the marriage and punishes
resistance. The violence is therefore connected to power rather than uncontrolled anger. Stark’s
(2007) framework helps clarify why this distinction matters. An abusive partner may behave
strategically, appear composed in public, and use different methods of control depending on which
will be most effective in preserving dominance.
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Coercive Control, Economic Power, and the Home

Enough portrays abuse as extending beyond bodily injury into surveillance, financial dependence,
intimidation, and the manipulation of institutions. The Duluth Power and Control Wheel identifies
several overlapping tactics—including isolation, economic abuse, intimidation, use of children,
emotional abuse, and claims of male privilege—that closely resemble the pattern depicted in the film
(Domestic Abuse Intervention Programs, n.d.). The home is particularly significant because it appears
externally comfortable while becoming a place of fear. Mitch’'s wealth gives him access to
investigators, legal resources, transportation, and information, allowing control to continue after Slim
physically leaves. This class dimension prevents the story from being understood only as a conflict
between two individuals with equal options. Slim needs money, housing, childcare, and a support
network to remain away from Mitch, while he can spend resources to locate her. The film therefore
demonstrates how economic inequality can shape practical freedom even when formal legal rights
are equal. Domestic space and private wealth become political issues when one person can use them
to restrict another person’s movement and autonomy.

Motherhood, Intersectionality, and Institutional
Vulnerability

Gracie is central to the conflict because motherhood increases both Slim’s vulnerability and her
determination to resist. Mitch can use parental access, custody concerns, and the child’s location as
tools for maintaining contact, while Slim understands that remaining in a violent household may
normalize fear for her daughter. A feminist analysis must nevertheless avoid treating motherhood as
the only legitimate reason for leaving; women without children possess the same right to bodily
safety and autonomy. The film also invites an intersectional reading because Slim’s insecure
economic position differs sharply from Mitch’s wealth and social credibility. Crenshaw (1991) argues
that experiences of violence are shaped by intersecting structures such as gender, race, class, and
institutional access rather than by gender alone. Enough gestures toward these inequalities but does
not explore them deeply. Slim is played by a Latina performer, yet the film largely converts structural
differences into a universal empowerment story. Real survivors may also face immigration concerns,
disability, racism, housing exclusion, or distrust of police and courts, making access to safety very
different across social locations.

Female Agency and the Problem of the Combat
Fantasy

Slim’s physical training marks the film’s most visible transformation from hunted survivor to active
opponent. The sequence challenges the stereotype that women must remain passive and depend on
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male rescue. Her body, previously represented as a target of violence, becomes associated with
preparation, discipline, and strategic action. As cinematic symbolism, this reversal is powerful
because it restores a sense of control that Mitch repeatedly tried to remove. The final confrontation,
however, also narrows the meaning of feminist agency. Slim engineers a situation in which she can
fight Mitch in his home, and the thriller resolves the abuse through physical victory. Such a conclusion
provides emotional catharsis but can imply that liberation depends on becoming capable of defeating
an abuser in combat. That implication is too limited. Feminist agency can also consist of planning,
concealment, legal action, collective support, economic preparation, refusal, testimony, relocation, or
survival under constrained circumstances. The film succeeds when it rejects helplessness; it becomes
less convincing when it makes exceptional physical mastery appear to be the decisive proof of
empowerment rather than one stylized device within a fictional genre.

Institutions, Support Networks, and Collective
Responsibility

The film’s treatment of legal and social support is deliberately frustrating. Slim contacts friends, seeks
legal advice, relocates, and tries to use available institutions, yet Mitch repeatedly exploits money
and information to regain access. This pattern supports a feminist argument that formal rights are
insufficient when institutions are difficult to access, slow to respond, or unevenly shaped by class and
credibility. Grau et al. (1984) examined the practical limits of restraining orders for battered women,
showing that the existence of a legal remedy does not guarantee equal protection or effective
enforcement. Enough also shows the importance of informal networks. Ginny and other allies believe
Slim, provide practical assistance, and refuse to treat abuse as a private marital matter. This support
contrasts with cultural narratives that place the entire burden of resistance on the survivor. A broader
feminist interpretation therefore shifts responsibility outward. Employers, courts, healthcare systems,
housing providers, schools, communities, and social networks all influence whether a person can
leave safely and remain independent. The film’s individualized climax should not obscure the
institutional conditions that make autonomy practically possible.

Conclusion

Enough is most effective as a feminist critigue when it exposes the connection between romanticized
male protection and patriarchal possession. Mitch’s abuse is not presented as one irrational outburst
but as a system of coercive control supported by wealth, surveillance, intimidation, and a belief in
entitlement. Slim’s departure rejects the idea that preserving marriage is more important than
autonomy, while her refusal to remain passive challenges cultural expectations that women should
endure violence until rescued by someone else. The film also reveals the importance of class,
motherhood, and institutional access, although it does not fully explore race or other intersecting
inequalities. Its central limitation is the final transformation of domestic violence into a combat
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narrative in which liberation is achieved through physical defeat of the abuser. That ending works
within thriller conventions but should be interpreted symbolically rather than practically. A fuller
feminist reading recognizes agency in many forms and places responsibility not only on survivors but
also on the institutions and communities that determine whether safety, housing, legal protection,
financial independence, and social credibility are genuinely available.
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