
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

ά! ƎƻƻŘ ŦƛƭƳ ƛǎ ǿhen the price of dinner, theater      

ŀŘƳƛǎǎƛƻƴ ŀƴŘ ǘƘŜ ōŀōȅǎƛǘǘŜǊ ǿŜǊŜ ǿƻǊǘƘ ƛǘΦέ 

ς Alfred Hitchcock 

Two undisputed facts exemplified the filmic legacy of director Alfred 
Hitchcock; first - that he is, and remains, the master of suspense in 
ΨǇǳǊŜ ŎƛƴŜƳŀΩΤ ŀƴŘ ǎŜŎƻƴŘ - that Hitchcock had his share of trying 
projects that ς try as he might ς never fully lived up to either his 
legacy or audience expectations. Yet, to even suggest that Hitchcock 
had a box office flop seems sacrilege, considering the overwhelming 
and unparalleled string of successes he created throughout his 
lucrative tenure in Hollywood.  
 
There are those like film critic Leonard Maltin who would argue that 
Hitchcock never ƘŀŘ ŀƴ ΨŀǊǘƛǎǘƛŎΩ ƳƛǎŦƛǊŜΤ Under Capricorn (1949), 
Jamaica Inn (1939) Torn Curtain (1966) and Topaz (1969) arguably 
attesting to the contrary. Yet even these have their points of interest 
and, at least to some extent, cinematic merit. However, to say that 
Alfred Hitchcock made the ƻŎŎŀǎƛƻƴŀƭ ΨōŀŘΩ ƳƻǾƛŜ ƛǎ ƴƻǘ ǘƘŜ ǎŀƳŜ ŀǎ 
to stain his entire palette of creativity with a whitewash of 
unwarranted scrutiny. It merely suggests an honest critique through 
further reflection.   
 
Mainly for ŎƻƴŎƛǎƛƻƴΣ IƛǘŎƘŎƻŎƪΩǎ ǘŜƴǳǊŜ ƛƴ .Ǌƛǘƛsh films has been 
excluded from the article you are about to read. His years with Lasky 
and the Gainsborough Studios in England yielded some miraculous 
early works, The 39 Steps (1935) and The Lady Vanishes (1938) 
among them. However, this early tenure is beyond the scope and 
focus of this article and therefore will remain conspicuously absent 
for another place and time.  

 
It is important, however, to bear witness ǘƻ ǘƘŜ ŦŀŎǘ ǘƘŀǘ IƛǘŎƘŎƻŎƪΩǎ 
British period could easily fill as much space in print as the article at 
hand. tŜǊƘŀǇǎΣ ōŜŎŀǳǎŜ ǎƻ ƳǳŎƘ ƻŦ ǘƘŜ ŘƛǊŜŎǘƻǊΩǎ early works have 
been improperly preserved and even less frequently presented to 
the public abroad ς particularly in North America - IƛǘŎƘŎƻŎƪΩǎ British 
period is widely underappreciated or perhaps even forgotten; his 
American tenure having eclipsed it. This is indeed a shame; since a 
goodly number of the artistic precepts that Hitchcock would go on to 
establish with more refined competency throughout the late 1940s 
and most certainly the fifties derive their impetus from his 
experimentations during ǘƘƛǎ ōŜƎƛƴƴŜǊΩǎ ǇŜǊƛƻŘΦ Yet it remains 
IƛǘŎƘŎƻŎƪΩǎ ŀƭƳƻǎǘ perverse intuition that has given the public the 
ǇǊƻǾŜǊōƛŀƭ ΨƎƻƻŘ ǎŎŀǊŜΩ so consistently.  



 
 
 
 
 
 
 
 
 
 
 
 
 

Previous page (top): looking characteriǎǘƛŎŀƭƭȅ ƭǳƎǳōǊƛƻǳǎ ƛƴ ǘƘƛǎ ΨǇǳōƭƛŎƛǘȅ ǎǘƛƭƭΩ ŦǊƻƳ Ƙƛǎ ǘŜƴǳǊŜ ŀǘ tŀǊŀƳƻǳƴǘ ƛƴ ǘƘŜ ƳƛŘ-1950s. Like Cary Grant, Hitchcock worked so diligently 
at crafting his public persona ς ǘƘŀǘ ƻŦ ŀ ǎƭƛƎƘǘƭȅ ǇŜǊǾŜǊǎŜ ΨƎǊŀƴŘŦŀǘƘŜǊƭȅΩ ǘȅǇŜ ς that when one stops to think of him now the inevitable and fabled cliché of the wicked 
prankster is immediately and erroneously conjured to mind rather than the man. In private, Hitchcock was a doting husband and father to his daughter Pat (pictured at 
bottom with wife Alma Reville insiŘŜ ǘƘŜ {ŜƭȊƴƛŎƪ LƴǘŜǊƴŀǘƛƻƴŀƭ ŎƻƳƳƛǎǎŀǊȅ ƛƴ мфпсύΣ ŀƴŘ ƭŀǘŜǊ ŀ ƳǳŎƘ ōŜƭƻǾŜŘ ƎǊŀƴŘŦŀǘƘŜǊ ǘƻ tŀǘΩǎ ŘŀǳƎƘǘŜǊΣ aŀǊȅ {ǘƻƴŜΦ Lƴ ŀ н002 interview 
Stone reflected on a moment from her college years when she decƛŘŜŘ ǘƻ ǿǊƛǘŜ ŀ ǘŜǊƳ ǇŀǇŜǊ ƻƴ ƘŜǊ ƎǊŀƴŘŦŀǘƘŜǊΩǎ ŎŀǊŜŜǊ. When the paper was returned to Stone with a c+ 
grade Hitchcock rather apologetically told herΣ ά²Ŝƭƭ L ƎǳŜǎǎ ǘƘŀǘΩǎ ǘƘŜ ōŜǎǘ L Ŏŀƴ ŘƻΦέ  (Middle): a 1929 studio portrait taken in England. Once again, the iconography of 
IƛǘŎƘŎƻŎƪΩǎ !ƳŜǊƛŎŀƴ ǇŜǊƛƻŘΣ that of the heavy-set and jowl-cheeked a/ ōƻƻƪŜƴŘƛƴƎ ŜǇƛǎƻŘŜǎ ƻŦ Ψ!ƭŦǊŜŘ IƛǘŎƘŎƻŎƪ tǊŜǎŜƴǘǎΩ is so ingrained in our collective consciousness 
that any suggestion of Hitchcock as a younger man seems incongruous at best, and quite out of character when, in fact, the opposite is true. The presence of the screen was 
the character ς not the other way around.  
 
¢Ƙƛǎ ǇŀƎŜ όƭŜŦǘύΥ ŀǘ Ƙƛǎ ƘŜŀǾƛŜǎǘ ƛƴ мфооΦ IƛǘŎƘŎƻŎƪΩǎ ǊƻǘǳƴŘ ƎƛǊǘƘ ǘƛǇǇŜŘ ǘƘŜ ǎŎŀƭŜǎ ŀǘ олл ƭōǎΦ ƛƴ мфплΣ ǘƘŜ ȅŜŀǊ ƘŜ ŜƳōŀǊƪed upon his American debut. Under a ŘƻŎǘƻǊΩǎ ŎŀǊŜ 
IƛǘŎƘŎƻŎƪ ǿƻǳƭŘ ǎƘŜŘ ƻǾŜǊ ŀ ƘǳƴŘǊŜŘ ǇƻǳƴŘǎ ōȅ мфпфΣ ŜǾŜƴ ǇƻƪƛƴƎ Ŧǳƴ ŀǘ Ƙƛǎ ƻǿƴ ƛƳŀƎŜ ƛƴ мфппΩǎ [ƛŦŜōƻŀǘ ǿƘŜǊŜ Ƙƛǎ ŦŀƳƻǳǎ ǇƻǊǘƭȅ ƛƳŀƎŜ ƛǎ ŘŜǇƛŎǘŜŘ ŀǎ ǘƘŜ ΨōŜŦƻǊŜΩ ƛƴ ŀ 
ƴŜǿǎǇŀǇŜǊ ŀŘ ŀŘǾŜǊǘƛǎƛƴƎ ŀ ǿŜƛƎƘǘ ƭƻǎǎ ƳƛǊŀŎƭŜ ŘǊǳƎΦ .ǳǘ ǘƘŜ ŘƛǊŜŎǘƻǊΩǎ ǊŜƭationship with food remained problematic throughout his life.  Hitchcock had a natural aversion to 
eggs and infrequently would interject scenes into his movies where a character is seen brutalizing them, perhaps most famously when Jessie Royce Landis puts out her 
ŎƛƎŀǊŜǘǘŜ ōǳǘǘ ƛƴ ŀ ȅƻƭƪ ƛƴ мфррΩǎ ¢ƻ /ŀǘŎƘ ŀ ¢ƘƛŜŦΦ  όƳƛŘŘƭŜύΥ ŎŀƭƭƛƴƎ ŦƻǊ ŀ ƳƻƳŜƴǘ ƻŦ ǎƛƭŜƴŎŜ ŘǳǊƛƴƎ ƻƴŜ ƻŦ Ƙƛǎ ǇǊƻƭƻƎǳŜǎ ǘo Alfred Hitchcock Presents.  In the mid-1950s 
Hitchcock was one of the biggest names in the industry to embrace TV as a viable medium to advance his own popularity and help promote subsequent feature films. The 
ǎŜǊƛŜǎ ƻŎŎŀǎƛƻƴŀƭƭȅ ƭŀǇǎŜŘ ƛƴǘƻ ǇǊƻŘǳŎƛƴƎ ǘǊǳƴŎŀǘŜŘ ŀƴŘ ǿŀǘŜǊŜŘ Řƻǿƴ ǎƪƛǘǎ ƭƻƻǎŜƭȅ ōŀǎŜŘ ƻƴ IƛǘŎƘŎƻŎƪΩs own past movie successes. Hitchcock rarely directed episodes, but 
ǎŜǊǾŜŘ ŀǎ ǘƘŜ ǎƘƻǿΩǎ ƳŀǎǘŜǊ ƻŦ ŎŜǊŜƳƻƴƛŜǎΦ ¢ƘŜ ǎŜǊƛŜǎ Ǌŀƴ ŦǊƻƳ мфрр ǘƻ мфснΦ  όwƛƎƘǘύΥ ǿƛǘƘ ¢ƛǇǇƛ IŜŘǊŜƴ ŀƴŘ ŀ ŦƛƴŜ ŦŜŀǘƘŜǊŜŘ friend before production on The Birds (1963) 
ǿŀǎ ŀōƻǳǘ ǘƻ ŎƻƳƳŜƴŎŜΦ {ƛƴŎŜ DǊŀŎŜ YŜƭƭȅΩǎ ǊŜǘƛǊŜƳŜƴǘ ŦǊƻƳ ǘƘŜ ƳƻǾƛŜǎ IƛǘŎƘŎƻŎƪ Ƙŀd been in search of a platinum blonde successor and first spotted Hedren in a television 
ŎƻƳƳŜǊŎƛŀƭΦ ! bŜǿ ¸ƻǊƪ ƳƻŘŜƭΣ IŜŘǊŜƴ ŎŀƳŜ ǘƻ IƻƭƭȅǿƻƻŘ ŀǘ IƛǘŎƘŎƻŎƪΩǎ ōŜƘŜǎǘΦ   

 
 

IƛǘŎƘΩ, as those of us who never personally knew the man remain particularly fond of referring to him as, frequently divulged 
Ƙƛǎ ΨǎŜŎǊŜǘǎΩ for creating suspenseful artistry. As such he not only gave us the visual examples ς the movies ς to illustrate and 
punctuate his points, but he also provided the tools by which inclined individuals could master his techniques. Many have tried 
to trump the master at his own game, both ŘǳǊƛƴƎ ŀƴŘ ǎƛƴŎŜ IƛǘŎƘŎƻŎƪΩǎ ǘƛƳŜΦ CŜǿ ƘŀǾŜ ǊƛǾŀƭŜŘ IƛǘŎƘŎƻŎƪΩǎ ƳŀǎǘŜǊȅ. Arguably, 
none have surpassed itΦ CƻǊ ǘƻ ōŜ ƭƛƪŜ IƛǘŎƘŎƻŎƪ ǘƻŘŀȅ ǎƻƳŜƘƻǿ ƳŜŀƴǎ ǘƻ ōŜ ƭŜǎǎ ƻŦ ƻƴŜΩǎ self ς the ŀǇƛƴƎ ƻŦ IƛǘŎƘΩǎ 
craftsmanship too easily identifiable on the screen, yet never somehow going beyond the challenge and his tricks of the trade. 
In point of fact, establishing a ΨIƛǘŎƘŎƻŎƪƛŀƴΩ ŦƭŀƛǊ in movies today is almost impossible. Thus Alfred Hitchcock has remained an 
excruciatingly difficult act to follow.      
 
Over the years almost as much has been written about Hitchcock - the man - as about his movies; a good many stories and 
reflections made by ǘƘƻǎŜ ǿƘƻ ǿƻǊƪŜŘ ƛƴ ǘƘŜ ƳŀǎǘŜǊΩǎ ǎƘŀŘƻǿ and, arguably, knew him best, but also too many derived from 
more than a handful of rumors ς quietly spread and later solidified as part of the Hitchcock mystique by other Ψdubious 
sourcesΩ. With the passage of time these latter tales about IƛǘŎƘŎƻŎƪΩǎ ŦŜǘƛǎƘƛǎƳǎΣ ŎƻǳǇƭŜŘ ǿƛǘƘ ǘƘŜ ǇǳōƭƛŎΩǎ ŀōƛƭƛǘȅ ǘƻ ōŜƭƛŜǾŜ 
that the master of suspense was equally as disturbed and dark an individual at home, have marred and tarnished the 
reputation of the man apart from his art. Therefore, to set the record straight before proceeding to the filmic examples of the 
master at work, it becomes necessary to dispel a few choice and lingering myths about Hitchcock in private life.  
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
(Previous pages): ά[ŀǎǘ ƴƛƎƘǘ L ŘǊŜŀƳŜŘ L ǿŜƴǘ ǘƻ aŀƴŘŜǊƭȅ ŀƎŀƛƴΧέ ǎƻ ōŜƎƛƴǎ Wƻŀƴ CƻƴǘŀƛƴŜΩǎ ƴŀǊǊŀǘƛƻƴ ŀǎ ǘƘŜ 
nameless, second Mrs. DeWinter ƛƴ IƛǘŎƘŎƻŎƪΩǎ !ƳŜǊƛŎŀƴ ŘŜōǳǘΣ Rebecca (1940). The girl first meets her future 
husband, Maxim (Lawrence Olivier) on the craggy cliffs overlooking the sea, he about to commit suicide. Her startle 
ǇǊŜǾŜƴǘǎ ǘƘŜ ƛƴŜǾƛǘŀōƭŜΦ ¢ƘŜƛǊ ŦƛǊǎǘ ΨŎǳǘŜ ƳŜŜǘΩ ƛǎ ƛƴǘŜǊǊǳǇǘŜŘ ōȅ IƛǘŎƘŎƻŎƪΩǎ ƛƴǘŜǊǇƻƭŀǘŜŘ ǎƛƴƛǎǘŜǊ ƳƻƻŘ ƻŦ ŦƻǊŜōƻŘƛƴƎΣ 
their second by the venial Edith Van Hopper (Florence Bates) to whom the girl is a paid companion and social secretary. 
άL ŘƛŘƴΩǘ ƪƴƻǿ ŎƻƳǇŀƴƛƻƴǎƘƛǇ ŎƻǳƭŘ ōŜ ōƻǳƎƘǘΣέ Maxim tells the girl. Their time spent in Monte Carlo offers a brief 
reprieve before the mysteries of Rebecca and Manderly begin to intrude. 
 
Arriving home, Maxim and his new bride greet the servants, the girl introduced to the housekeeper Mrs. Danvers (Judith 
Anderson) who will continue to hover like a gargoyle and intrude upon any chance the couple has for lasting happiness. 
!ŦǘŜǊ ǎǳōƳŀǊƛƴƛƴƎ ǘƘŜ ƎƛǊƭΩǎ ŀǘǘŜƳǇǘ ǘƻ ǘƘǊow the perfect costume ball, by suggesting a choice of attire worn by the late 
Rebecca only a year earlier, ŀƴŘ ǘƘŜǊŜōȅ ƛƴŎƛǘƛƴƎ aŀȄƛƳΩǎ ŎƻƴŦƭƛŎǘŜŘ ǿǊŀǘƘΣ 5ŀƴǾŜǊǎ ƛƴǎƛŘƛƻǳǎƭȅ ǇǊƻŎŜŜŘǎ ǘƻ Ŝƴcourage 
the overwrought young miss to contemplate suicide by throwing herself from an upstairs window.  
 
LƴǎǘŜŀŘΣ ǎƘŜ ǎǳŎŎŜŜŘǎ ƛƴ ŦƭƛƴƎƛƴƎ ǘƘŜ ŎƻǳǇƭŜ ƛƴǘƻ ŜŀŎƘ ƻǘƘŜǊΩǎ ŀǊƳǎΣ ǘƘŜƛǊ ōǊƛŜŦ ƳƻƳŜƴǘ ƻŦ ƘŀǇǇƛƴŜǎǎ ƻƴŎŜ ŀƎŀƛƴ ƛƴǘǊǳŘŜŘ 
upon, this time by the discoveǊȅ ƻŦ wŜōŜŎŎŀΩǎ ōƻŘȅ ƛƴ ŀ ǎǳƴƪŜƴ ǿǊŜŎƪ ƻŦŦ aŀƴŘŜǊƭȅΩǎ coast. Colonel Julian (C. Aubrey 
{ƳƛǘƘύ ǎǳƎƎŜǎǘ ǘƻ aŀȄƛƳ ǘƘŀǘ ƘŜ Ƙŀǎ ƴƻǘƘƛƴƎ ǘƻ ǿƻǊǊȅ ŀōƻǳǘΣ ōǳǘ ŘǳǊƛƴƎ ǘƘŜ ƛƴǉǳŜǎǘ wŜōŜŎŎŀΩǎ ƭƻǾŜǊΣ WŀŎƪ CŀǾŜƭƭ όDŜƻǊƎŜ 
Sanders) attempts to cast aspersions and offer a possible motive for Maxim wanting his first wife dead ς she was going 
ǘƻ ƘŀǾŜ ŀƴƻǘƘŜǊ ƳŀƴΩǎ ōŀōȅΦ  
 
¢ƘŜ ƛƴǾŜǎǘƛƎŀǘƛƻƴ ƳƻǾŜǎ ǘƻ ŀ ŘƻŎǘƻǊΩǎ ƻŦŦƛŎŜ ƛƴ [ƻƴŘƻƴ ǿƘŜǊŜ ǘƘŜ ǘǊǳǘƘ ƛǎ ǊŜǾŜŀƭŜŘΦ wŜōŜŎŎŀ ƘŀŘ ŎŀƴŎŜǊΣ ǘƘŜ ŘƛǎŜŀǎŜ 
already in its advanced stages by the tiƳŜ ǎƘŜ ŀŎŎƛŘŜƴǘŀƭƭȅ ŦŜƭƭ ƻƴ ŀ ǇƛŜŎŜ ƻŦ ǎƘƛǇΩǎ ǘŀŎƪƭŜ ŀǘ ǘƘŜ ŎƻǘǘŀƎŜ ōȅ ǘƘŜ ǎŜŀΦ 
Cleared of any wrong doing at the official inquest, Maxim hurries home, only to discover that Mrs. Danvers has set fire 
to his beloved ancestral home, hoping to murder the second Mrs. DeWinter in the blaze. Instead, the girl escapes and 
5ŀƴǾŜǊǎ ƛǎ ŜƴǘƻƳōŜŘ ƛƴ wŜōŜŎŎŀΩǎ ōŜŘǊƻƻƳΣ ǘƘŜ ŦƭŀƳŜǎ ŘŜǾƻǳǊƛƴƎ ŀƭƭ ƻŦ ǘƘŜ Ǉŀǎǘ ŀƭƻƴƎ ǿƛǘƘ ƘŜǊΦ  
 
Besides all of the aforementioned, RebeccaΩǎ ǎǳǇǇƻǊǘƛƴƎ Ŏŀǎǘ ŀƭǎƻ ŦŜŀǘǳǊŜǎ ŜȄŜƳǇƭŀǊȅ ǇŜǊŦƻǊƳŀƴŎŜǎ from Reginald Deny 
όŀǎ aŀȄƛƳΩǎ ƭƻȅŀƭ ǇǊƻǇŜǊǘȅ ƳŀƴŀƎŜǊύΣ DŜƻǊƎŜ {ŀƴŘŜǊǎ όŀǎ wŜōŜŎŎŀΩǎ ƭƻǾŜǊΣ WŀŎƪ CŀǾŜƭƭ ς masquerading as her cousin), C. 
!ǳōǊŜȅ {ƳƛǘƘ όŀǎ aŀȄƛƳΩǎ ŘŜǾƻǘŜŘ ŦǊƛŜƴŘΣ /ƻƭƻƴŜƭ Wǳƭƛŀƴύ ŀƴŘ DƭŀŘȅǎ /ƻƻǇŜǊ ŀƴŘ bƛƎŜƭ .ǊǳŎŜ όŀǎ aŀȄƛƳΩǎ ǎƛǎǘŜǊ ŀƴŘ 
brother-in-law).   
 
(This page above): the exterior of Manderly, the Cornwall estate belonging to the DeWinters was a skillfully built 
miniature shot mostly in long shot with matted in trees and a painted sky as its backdrop. This publicity still of the entire 
miniature never appears in the film, the model partially concealed by matte paintings of trees and other foreground 
miniatures mimicking shrubbery, the effect further enhanced by mood fog and the occasional effects rain storm to 
conceal its obviousness. MŀƴŘŜǊƭȅΩǎ interiors were a combination of full scale sets and matte paintings to suggest 
vaulted ceilings.  όwƛƎƘǘ ŀōƻǾŜύΥ Wƻŀƴ CƻƴǘŀƛƴŜ ŀǘǘŜƳǇǘǎ ǘƻ ƛƳǇǊŜǎǎ IƛǘŎƘŎƻŎƪ ƻƴ ǘƘŜ ǎŜǘΦ IƛǘŎƘΩ ŘŜƭƛōŜǊŀǘŜƭȅ ǊŜǎŜǊǾŜŘ Ƙƛǎ 
praise of Fontaine to keep the actress unsettled and feeling slightly insecure because it also helped keep her in 
character.  
 
(Right): a publicity photo of the troubled couple, his lazy gaze met by a queer immediacy in hers.   (Right bottom): one of 
the many lobby cards used to market the film, the artwork of an imperious mannequin-esque female meant to suggest 
ǘƘŜ ŎƻƴǘŜƴǘǎ ƻŦ ǘƘŜ ƳȅǎǘŜǊƛƻǳǎ ΨwŜōŜŎŎŀΩ ǿƘƻƳ ǿŜ ƴŜǾŜǊ ǎŜŜ ƛƴ ǘƘŜ ŦƛƭƳΦ .ǊƛŜŦƭȅ {ŜƭȊƴƛŎƪ ǘƻȅŜŘ ǿƛǘƘ ǘƘŜ ƛŘŜŀ ƻŦ ŀ 
flashback to show the past life of Maxim DeWinter and his first wife. ThankfǳƭƭȅΣ IƛǘŎƘŎƻŎƪΩǎ ǎǳƎƎŜǎǘƛƻƴ ƻŦ ƪŜŜǇƛƴƎ ƻƴƭȅ 
wŜōŜŎŎŀΩǎ ƳŜƳƻǊȅ ŀƭƛǾŜ ƛƴ ǘƘŜ Ŧƛƴŀƭ ŜŘƛǘ ǇǊŜǾŀƛƭŜŘΦ {ƻ ǘƻƻ ŘƛŘ IƛǘŎƘŎƻŎƪ ƳŀƴŀƎŜŘ ǘƻ ǉǳŀǎƘ {ŜƭȊƴƛŎƪΩǎ ŦƭŜŜǘƛƴƎ ǘƘƻǳƎƘǘǎ 
of naming the second Mrs. DeWinter ς who is never referred to by any name in the novel. 
 



 
 
 
 
 
 
 
 
 
 
 
 
(This page): Anatomy of a Hitchcockian-ǎǘȅƭŜŘ ǊƻƳŀƴŎŜΤ ǎƘŜΩs a psychiatrist; ƘŜ ŘƻŜǎƴΩǘ ƪƴƻǿ ǿƘƻ ƘŜ ƛǎΦ 
DǊŜƎƻǊȅ tŜŎƪ ŀƴŘ LƴƎǊƛŘ .ŜǊƎƳŀƴΩǎ ƭƻǾŜ ŀŦŦŀƛǊ is Spellbound (1945) but progresses despite seemingly 
insurmountable odds and a real mystery involving a missing doctor, !ƴǘƘƻƴȅ 9ŘǿŀǊŘŜǎΦ tŜŎƪΩǎ WƻƘƴ .Ǌƻǿƴ 
initially believed that he was Edwardes. But after Constance (Bergman) broke him of this notion his repressed 
memories became increasingly erratic and perhaps even life-threatening. She takes him back to the last place 
he can remember before the rest of his past life was eclipsed within the fog of his subconscious. And although 
the pair is successful at uncovering what really happened to Dr. Edwardes, all fingers point to Brown being his 
killer.  The trial that convicts John ƻƴƭȅ ǎŜǊǾŜǎ ǘƻ ŦǳŜƭ /ƻƴǎǘŀƴŎŜΩs determination to get to the bottom of the real 
mystery ς a search for the truth that leads her right back to the asylum and her mentor, Dr. Murchison (Leo G. 
Carroll). Spellbound remains an intriguing, if psychoanalytically flawed, masterpiece, briefly interrupted by a 
truly nightmarish dream sequence staged by Hitchcock and designed by Salvador Dali.   
 

 
To be clear on a quotation that continues to falsely resonate, Hitchcock never 
ǎŀƛŘ Ψactorǎ ŀǊŜ ŎŀǘǘƭŜΩ. His truest intent, and one made with tongue firmly in 
cheek, ǿŀǎ ǘƘŀǘ ΨŀŎǘƻǊǎΩ shoulŘ ōŜ ǘǊŜŀǘŜŘ ΨƭƛƪŜ cattleΩ; a fine line of distinction 
perhaps. After all, Hitchcock was perfectionist. Furthermore, when he latched on 
to a talent as dedicated as his own he retained the deepest admiration and 
respect for this person and chose to use them over and over again in his film. The 
film side, of course, is that they too chose to reunite with Hitchcock again and 
again; arguably doing the best work of their respective careers under his guiding 
tutelage. Cary Grant, Grace Kelly, Ingrid Bergman, James Stewart and Farley 
Granger ς all ǇŜǊǎƻƴŀƭ ŦŀǾƻǊƛǘŜǎ ƻŦ IƛǘŎƘŎƻŎƪΩǎ - have all gone on record as 
acknowledging tƘŜ ŘƛǊŜŎǘƻǊΩǎ ŀōǎƻƭǳǘŜ ƎŜƴǳƛƴŜƴŜǎǎ ǘƻǿŀǊŘǎ ǘhem. But 
IƛǘŎƘŎƻŎƪΩǎ ŎŀƳŜǊŀ ǊŜƳŀƛƴŜŘ ŀōǎƻƭǳǘŜΦ  
 
Once a sequence was mapped out ς either in storyboard or more precisely in 
IƛǘŎƘŎƻŎƪΩǎ ƻǿƴ ƘŜŀŘ ς the actor was expected to fall in line with this concept 
and meet his marks without question. Those, like method actors Montgomery 
Clifǘ ŀƴŘ tŀǳƭ bŜǿƳŀƴ ǿƘƻ ŘŜōŀǘŜŘ ƻǊ ōŜƭŀōƻǊŜŘ ǘƘŜ ŦƛƴŜǊ Ǉƻƛƴǘǎ ƻŦ IƛǘŎƘŎƻŎƪΩǎ 
decision-making process were not dealt with lightly. Nor were their suggestions 
ƻƴ Ƙƻǿ ǘƻ ΨƛƳǇǊƻǾŜΩ ǘƘŜ ǎŎŜƴŜ ƛƴǘŜƎǊŀǘŜŘ ƛƴǘƻ IƛǘŎƘŎƻŎƪΩǎ ƻǿƴ ǾƛǎǳŀƭƛȊŀǘƛƻn of 
the final cut. Art, after all, is not made by committee ς even movie art ς but by 
the commitment of many given freedom to do their best under a singular guiding 
principle. But this in no way suggests that Hitchcock had no respect for actors.  

 
FurthermoǊŜΣ ǊǳƳƻǊǎ ǘƘŀǘ IƛǘŎƘŎƻŎƪΩǎ sense of humor bordered on sadism seem 
to be largely unfounded. True enough, Hitchcock enjoyed a good prank as much 
as the next man. He once told actor Bruce Dern on the set of Family Plot (1976)  



 
 
 
 
 
 
 
 
 
 
 
 

(This page): the woman with a spurious past and the man with spurious intensions. Cary Grant and 
LƴƎǊƛŘ .ŜǊƎƳŀƴ ŎƻǎǘŀǊǊŜŘ ǘƻƎŜǘƘŜǊ ǿƛǘƘ /ƭŀǳŘŜ wŀƛƴǎ ƛƴ IƛǘŎƘŎƻŎƪΩǎ Ƴƻǎǘ ǎǘȅƭƛǎƘ ŜǎǇƛƻƴŀƎŜ ǘƘǊƛƭƭŜǊ 
from the 40s ς Notorious (1946) a harrowing tale set mostly in a fictional Buenos Aires. Bergman is 
Alicia Huberman, the daughter of a Nazi spy who harbors no political convictions of her own, but is 
reluctantly coerced into partaking in an FBI sting operation to snuff out Nazi sympathizers plotting a 
major coup in South America.  
 
!ƭƛŎƛŀΩǎ ŎƻƴǘŀŎǘ ƛǎ ¢ΦwΦ 5ŜǾƭƛƴ όDǊŀƴǘύΣ ŀ ǊƻƎǳƛǎƘƭȅ ƘŀƴŘǎƻƳŜΣ ōǳǘ ŎƻƭŘ-hearted son of a bitch who 
ŀƭƭƻǿǎ ǘƘŜ ƻƴƭȅ ǿƻƳŀƴ ƘŜ Ƙŀǎ ŜǾŜǊ ƭƻǾŜŘ ǘƻ ǇǊƻǎǘƛǘǳǘŜ ƘŜǊǎŜƭŦ ƛƴǘƻ ŀ ƳŀǊǊƛŀƎŜ ǘƻ ƘŜǊ ŦŀǘƘŜǊΩǎ ƻƴŜ-
time associate, Alex Sebastian (Rains). The rouse is eventually discovered by Sebastian who, together 
with his mother, insidiously plots to slowly poison Alicia, thereby making her death look like an 
ŀŎŎƛŘŜƴǘΦ ¢ƘŜ ŦƛƭƳ ŀƭǎƻ ŎƻǎǘŀǊǊŜŘ [ƻǳƛǎ /ŀƭƘŜǊƴ ŀǎ tŀǳƭ tǊŜǎŎƻǘǘΣ 5ŜǾƭƛƴΩǎ ǎǳǇŜǊƛƻǊΦ ό¢ƻǇ ƭŜŦǘύΥ 
Hitchcock converses with his two stars on the bungalow set. Bergman is not yet dressed in the outfit 
ǎƘŜ ǿƛƭƭ ǿŜŀǊ ƛƴ ǘƘŜ ǎŎŜƴŜΤ ŀ ƭƻǿ Ŏǳǘ ȊŜōǊŀ ǇǊƛƴǘΦ ό¢ƻǇ ǊƛƎƘǘύΥ !ƭƛŎƛŀ ŀǘǘŜƳǇǘǎ ǘƻ ǉǳŜƭƭ ƘŜǊ ƘǳǎōŀƴŘΩǎ 
suspicions of a mutual attraction between her and Devlin, whom she passes off as an old 
acquaintance. ό[ŜŦǘύΥ ά¸ƻǳ Ŏŀƴ ŀŘŘ {Ŝōŀǎǘƛŀƴ ǘƻ Ƴȅ ƭƛǎǘ ƻŦ ǇƭŀȅƳŀǘŜǎΣέ !ƭƛŎƛŀ ǘŜƭƭǎ 5ŜǾƭƛƴ ŘǳǊƛƴƎ ŀ 
ǇƭŀƴƴŜŘ ǊŜƴŘŜȊǾƻǳǎ ŀǘ ǘƘŜ ǊŀŎŜ ǘǊŀŎƪΦ 9ŀǊƭƛŜǊ ŀǘ ŀ ŎŀŦŞ !ƭƛŎƛŀ ƘŀŘ ŎƘŀƭƭŜƴƎŜ 5ŜǾƭƛƴΩǎ ƻǇƛƴƛƻƴ ƻŦ ƘŜǊΣ άL 
ƪƴƻǿ ǿƘŀǘ ȅƻǳΩǊŜ ǘƘƛƴƪƛƴƎΣέ ǎƘŜ ǘŜƭƭǎ ƘƛƳΣ άhƴŎŜ ŀ ǘǊŀƳǇΣ ŀƭǿŀȅǎ ŀ ǘǊŀƳǇΦέ Lƴ ǎŜŘǳŎƛƴƎ {Ŝōŀǎǘƛŀƴ ŀǎ 
ǇŀǊǘ ƻŦ ƘŜǊ ΨƧƻōΩ ŦƻǊ ǘƘŜ ƎƻǾŜǊƴƳŜƴǘΣ 5ŜǾΩǎ ǿƻǊǎǘ ŦŜŀǊǎ ŀōƻǳǘ !ƭƛŎƛŀ ǎŜŜƳ ǘƻ ƘŀǾŜ ōŜŜƴ ŎƻƴŦƛǊƳŜŘΦ 
 
(Below left): Publicity stills for moments that never occur in the final cut; Devlin visits with Alex and 
!ƭƛŎƛŀ ŀƴŘ ŀŎǘǊŜǎǎ !ƛƭŜŜƴ /ŀǊƭȅƭŜ ǿƘƻ ǿƛƭƭ ƭŀǘŜǊ ŀǇǇŜŀǊ ŀǎ ŀ ŦƭƛǊǘŀǘƛƻǳǎ ǇŀǊǘȅ ƎǳŜǎǘ ŀǘ {ŜōŀǎǘƛŀƴΩǎ ƘƻƳŜΦ 
(Bottom): Paul loans Alicia some rented jewels to add a touch of class during her first rendezvous at 
{ŜōŀǎǘƛŀƴΩǎ ƘƻƳŜΦ Lƴ ǘƘƛǎ ǎtill, Devlin seems indifferent. In the movie he is practically incensed. 
 

Sh 
that he always wished to co-star legendary feuding sisters, Olivia De 
Havilland and Joan Fontaine in a single sequence without informing 
ŜƛǘƘŜǊ ƻŦ ǘƘŜ ƻǘƘŜǊΩǎ ǇǊŜǎŜƴŎŜ ōŜŦƻǊŜƘŀƴŘ; presumably relishing the 
inevitable fireworks that would ensue. Yet, as cold-blooded as it sounds ς 
at least superficially and on the surface - Hitchcock never dared attempt 
such a wicked reunion - even to amuse his own fancy. Another story goes 
that in order to gauge the shock value of his audience Hitchcock had his 
crew frequently ΨsurpriseΩ Psycho (1960) star, Janet Leigh by leaving 
ǾŀǊƛƻǳǎ ƛƴŎŀǊƴŀǘƛƻƴǎ ƻŦ ΨƳƻǘƘŜǊΩ ƛƴǎƛŘŜ ƘŜǊ ŘǊŜǎǎƛƴƎ room. Depending on 
[ŜƛƎƘΩǎ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜ ŘƛǎŎƻǾŜǊȅΣ IƛǘŎƘΩ ŎƘƻǎŜ ǘhe appropriate corpse 
that would appear in the final cut.   
 
Occasionally IƛǘŎƘŎƻŎƪΩǎ ƎŜƴuine respect for talent was tested. When 
Montgomery Clift informed Hitchcock that he did not believe his 
character would look in a particular direction during the filming of a 
pivotal sequence in I Confess (1953) Hitchcock bluntly informed Clift, 
ά²Ŝƭƭ ȅƻǳ ōŜǘǘŜǊΣ ōŜŎŀǳǎŜ ǘƘŀǘΩǎ ǿƘŜǊŜ ǘƘŜ ŎŀƳŜǊŀ ǿƛƭƭ ōŜΗέ When Paul  



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

(Previous page): ά5ƻƴΩǘ ŎƘŀƴƎŜ aǊΦ WƻƴŜǎΣ L ƭƛƪŜ ȅƻǳ Ƨǳǎǘ ŀǎ ȅƻǳ ŀǊŜΣέ Mr. Powers (Harry 
Davenport tells Johnny Jones (Joel McCrea) in Foreign Correspondent (1940). Before long, Jones 
will be plunged into a den of thieves helmed by Nazi sympathizer, Stephen Fisher (Herbert 
MarshaƭƭύΦ aŀǊǎƘŀƭƭΩǎ ŎŀǊŜŜǊ ǿŀǎ ǇǊƻƭƛŦƛŎ ŀƴŘ ŘƛǎǘƛƴƎǳƛǎƘŜŘΦ IŜ ŀǇǇŜŀǊŜŘ ƛƴ ƻǾŜǊ мрл ƳƻǾƛŜǎ ŀǎ 
everything from a devoted father, to a deft composer, to the imminent author Somerset 
Maugham ς all convincingly with a wooden left leg. His real leg was amputated during WWI.  
CƛǎƘŜǊΩǎ ŘŀǳƎƘǘŜǊΣ /ŀǊƻƭ ό[ŀǊŀƛƴŜ 5ŀȅύ ōŜŎƻƳŜǎ ǎƳƛǘǘŜƴ ǿƛǘƘ WƻƴŜǎ ŜŀǊƭȅ ƻƴΣ ŎƻƳǇƭƛŎŀǘƛƴƎ 
matters for Fisher and his henchmen, Mr. Krug (Eduardo Cianelli) and Rowley (Edmund Gwenn) 
who attempts to push Jones off an observation tower, but falters and plummets to his own 
death instead. 
 
Earlier, Jones had attempted an interview with international diplomat, Van Meer (Albert 
Basserman) in a taxi cab en route to the Savoy Hotel in London. Somewhere between the cloak 
room and the ballroom Van Meer is kidnapped, replaced by a double who is later resurfaces as a 
plant at a diplomatic conference only to be publicly assassinated to buy time for Fisher and his 
cronies who are attempting to drug and pump the real Van Meer for states secrets.  In the 
penultimate moment Jones delivers a message of hope to the world as London endures the blitz.  
 
¢Ƙƛǎ ǎŜǉǳŜƴŎŜ ǿŀǎ ǎƘƻǘ ŀŦǘŜǊ IƛǘŎƘŎƻŎƪ ƘŀŘ ŀƭǊŜŀŘȅ ƭŜŦǘ ǘƘŜ ǇǊƻƧŜŎǘΦ aŎ/ǊŜŀΩǎ ŘŜƭƛǾŜǊ ƻŦ ǘƘŜ ƭƛƴŜǎ 
is memorable, the speech going something like this: ά!ƭƭ ǘƘŀǘ ƴƻƛǎŜ ȅƻǳ hear isn't static - it's 
death, coming to London. You can hear the bombs falling on the streets and the homes. Don't 
tune me out, hang on a while - this is a big story, and you're part of it. It's too late to do anything 
here now except stand in the dark and let them come. Keep those lights burning, cover them with 
steel, ring them with guns, build a canopy of battleships and bombing planes around them. Hello, 
!ƳŜǊƛŎŀΣ ƘŀƴƎ ƻƴ ǘƻ ȅƻǳǊ ƭƛƎƘǘǎΥ ǘƘŜȅϥǊŜ ǘƘŜ ƻƴƭȅ ƭƛƎƘǘǎ ƭŜŦǘ ƛƴ ǘƘŜ ǿƻǊƭŘΗέ 
 
(This page): behind the scenes on the set of The Paradine Case (мфптύ IƛǘŎƘŎƻŎƪΩǎ ƭŀǎǘ ƳƻǾƛŜ ŦƻǊ 
Selznick costarring Gregory Peck as an amorous barrister, Louis Jourdan as a love-mad chauffeur 
ŀƴŘ {ŜƭȊƴƛŎƪΩǎ ǇŜǊǎƻƴŀƭ ŘƛǎŎƻǾŜǊȅΣ ±ŀƭƭƛΣ ŀǎ ǘƘŜ ƳǳǊŘŜǊƻǳǎ aŀŘŜƭŜƛƴŀ tŀǊŀŘƛƴŜΦ  Selznick wanted 
ŀƴ ŜǇƛŎΦ IŜ Ǝƻǘ ŀ ǘŜǇƛŘ ƳŜƭƻŘǊŀƳŀ ƛƴǎǘŜŀŘΦ IƛǘŎƘŎƻŎƪΩǎ ǊƻǳƎƘ Ŏǳǘ Ǌŀƴ ŀ ƭƛǘǘƭŜ ƻǾŜǊ ǘƘǊŜŜ ƘƻǳǊǎΦ 
!ŦǘŜǊ ǎŎǊŜŜƴƛƴƎ ƛǘΣ {ŜƭȊƴƛŎƪ ŘƛǎǇŀǘŎƘŜŘ ǿƛǘƘ ǘƘŜ ŘƛǊŜŎǘƻǊΩǎ ǎŜǊǾƛŎŜǎ ŦƻǊ ǘƘŜ ƭŀǎǘ ǘƛƳŜ ŀƴŘ ǎŜǘ ŀōƻǳǘ 
hacking together a story that ran a mere 116 minutes.  
 
The final edit is awash with fascinating characters that are never quite given their due; some 
floating in and out of the narrative or leaving plot points entirely unresolved.  Hitchcock was glad 
to be rid of Selznick. The feeling was hardly mutual. Selznick had reaped rich rewards by loaning 
out his most profitable asset to various studios including independent producer Walter Wanger 
and RKO.  
 
ό¢ƻǇ ƭŜŦǘύΥ IƛǘŎƘΩ ƎƻŜǎ ǘƘǊƻǳƎƘ ǘƘŜ Ƴƻǘƛƻƴǎ ǿƛǘƘ tŜŎƪ ǿƘƻ ƭƛǎǘŜƴǎ Ƴƻǎǘ ƛƴǘŜƴǎŜƭȅΦ IƛǘŎƘŎƻŎƪ 
thought all of his performers horrendously miscast, but worked diligently to will the production 
to life. Although everyone gave it their all, the resulting movie only comes to life in fits and 
sparks. (Bottom right): Hitchcock in foreground prepares for the penultimate court room drama 
that concludes the movie, surrounded by a sea of technicians and Louis Jourdan already 
pensively seated in the witness box. Behind the glamor there was undeniably a lot of work. 



 
 
 

 
 
 
 
 
 
 
 
 
(Above): shooting on location in Santa Rƻǎŀ ŦƻǊ IƛǘŎƘŎƻŎƪΩǎ ŦƛǊǎǘ ƛƴŘŜǇŜƴŘŜƴǘ ǇǊƻŘǳŎǘƛƻƴΣ Shadow of a Doubt όмфпоύΣ ǎŀƛŘ ǘƻ ōŜ IƛǘŎƘŎƻŎƪΩǎ ŦŀǾƻǊƛǘŜ ƳƻǾƛŜΦ ¢ƘŜ ŦƛƭƳ ǎǘŀǊǎ 
Joseph Cotten as a cold-blooded strangler of wealthy dowagers who, unbeknownst to his family, has come to his old home town to hide out from the police.  Cotten was 
remarkably good at portraying menace beneath a veneer of cordial charm. The film also costars Teresa Wright and McDonald Carey, Henry Travers and Hume Cronyn. 
Introducing evil into the small homespun community unaccustomed to its insidious nature intrigued Hitchcock, who was more horrified when the owners of the house he had 
rented for his shoot decided to spruce up the place with new paint and shrubbery, all but ruining its original home town U.S.A. charmΦ IƛǘŎƘŎƻŎƪΩǎ art director, John B. 
Goodman was promptly instructed to put everything back the way it was.  
 
(Above right): four frames ŦǊƻƳ IƛǘŎƘŎƻŎƪΩǎ ǎŜŎƻƴŘ Ƴƻǎǘ ǊŀǊŜ ƳƛǎŎŀƭŎǳƭŀǘƛƻƴ ς Under Capricorn (1949). The first had been Jamaica Inn (1939) made ten years earlier and the 
last movie Hitchcock made in England before coming to America. Under Capricorn ƛǎ ŀ ǇŜǊƛƻŘ ƳŜƭƻŘǊŀƳŀ ŀōƻǳǘ ŀ Ψƴƻǘ ǎƻ ȅƻǳƴƎΩ ƎŜƴǘƭŜƳŀƴΣ /ƘŀǊƭŜǎ !ŘŀǊŜ όaƛŎƘŀŜƭ ²ƛƭŘƛƴƎύ 
who returns home to New South Wales only to discover that a dear friend of his sister, Henrietta (Ingrid Bergman) is now the wife of a boorish elder statesman, Samson 
Flusky (Joseph Cotten). At first believing that their marriage has been one of convenience, Adare gradually comes to realize that the Flusky house harbors deep, dark secrets; 
first, that Henrietta is an alcoholic, and second, that she is responsible for a murder Samson took the rap for years earlier. CƻǎǘǳƳŜ ŘǊŀƳŀ ǿŀǎ ƴƻǘ IƛǘŎƘŎƻŎƪΩs forte. Worse, 
the screenplay cobbled together by James Bridie from a stage play by John Colton and Margaret Linden creaked like an old screen door, leaving Hitchcock no place to invest in 
his usual eerie touches to draw out its mood or atmosphere ς a terrible misfire for all concerned. 

 
Newman suggested a meeting to discuss his characterΩǎ Ƴotivation on the set of Torn Curtain (1966) the actor was politely 
told that everything he needed to create his performance was already in the script. When Newman pressed the point about 
Ƙƛǎ ŎƘŀǊŀŎǘŜǊΩǎ ƳƻǘƛǾŀǘƛƻƴs, Hitchcock adroitly shot back, άLǘΩǎ ȅour ǎŀƭŀǊȅΦέ  Yet these infrequently clashes of temperament did 
not translate to any lasting animosity between director and stars.  In fact, on occasion they even paved the way for a bit of 
IƛǘŎƘŎƻŎƪΩǎ ƻǿƴ ǎŎŀǘƘƛƴƎƭȅ ƘƛƭŀǊƛƻǳǎ ǎŜƴǎŜ ƻŦ ƛƴƴǳŜƴŘƻΦ A more lighthearted incident involved a grip on the set of Lifeboat 
(1944) who went to his director with the concern about ǘƘŜ ŦƛƭƳΩǎ ǎǘŀǊ Tallulah Bankhead not wearing any underwear beneath 
her costume. Unnerved, Hitchcock assessed, άL ŘƻƴΩǘ ƪƴƻǿ ǿƘŜǘƘŜǊ ǘƘŀǘΩǎ ŀ ŎƻƴŎŜǊƴ ŦƻǊ ǿŀǊŘǊƻōŜ ƻǊ ƘŀƛǊŘǊŜǎǎƛƴƎΦέ  
 
A Time Magazine reporter on the set of Rope (1948) took notice of actor WŀƳŜǎ {ǘŜǿŀǊǘΩǎ ƎǊǳƳōƭƛƴƎǎ ǘƘŀǘ Ψthe only thing 
ŀǊƻǳƴŘ ƘŜǊŜ ǘƘŀǘΩǎ ōŜŜƴ ǊŜƘŜŀǊǎŜŘ ƛǎ ǘƘŜ ŎŀƳŜǊŀΩ. RopeΣ ƻŦ ŎƻǳǊǎŜ ƛǎ ƻƴŜ ƻŦ IƛǘŎƘŎƻŎƪΩǎ ǘƘǊŜŜ ŦƛƭƳƛc endeavors to shoot an 
entire movie within the confines of a single set. The challenge ς or gimmick as some have chosen to regard it since ς further 
ŜȄŀŎŜǊōŀǘŜŘ ōȅ IƛǘŎƘŎƻŎƪΩǎ ƛƴǎƛǎǘŜƴŎŜ ǘƻ ǎƘƻƻǘ ǘƘŜ ƳƻǾƛŜ ŀǎ ǘƘƻǳƎƘ ƛǘ ǿŜǊŜ ŀƴ ǳƴƛƴǘŜǊǊǳǇǘŜŘ rendition of PŀǘǊƛŎƪ IŀƳƛƭǘƻƴΩǎ 
stage play ς the cameramen meticulously timed in their dollies and zooms; the set a giant cutaway with moving walls, 
windows and doors influx behind the scenes; the actors carefully placed within the frame and endlessly maneuvered merely to 
accommodate this constant reframing; and finally - the footage spliced together at ten minute intervals at the end of each reel 
ǿƛǘƘ ŀ ȊƻƻƳ ƛƴǘƻ ǎƻƳŜƻƴŜΩǎ ōŀŎƪ ƻǊ ǎǘƛƭƭ ŦǊŀƳŜ ŀǘ ǘƘŜ ǎǇƭƛŎŜ ǘƻ ǎǳƎƎŜǎǘ ŎƻƴǘƛƴǳƛǘȅΦ Evidently, James Stewart recovered from his 
initial assessment, enough to respect HitchcockΩǎ ŦƛƭƳ-ƳŀƪŜǊΩǎ ǇǊƻǿŜǎǎ ŀƴŘ to appear in threŜ ƳƻǊŜ ƻŦ ǘƘŜ ŘƛǊŜŎǘƻǊΩǎ ōŜǎǘ 
movies from the 1950s; Rear Window (1954), The Man Who Knew Too Much (1956) and Vertigo (1958).   

 
Even before Alfred Hitchcock arrived in America he had already managed a minor coup in Hollywood ς to market himself as his 
own trademark: one as easily identifiable as the films he created.  IƛǘŎƘŎƻŎƪΩǎ ŎŀƳŜƻǎ ς begun to help pad out crowd scenes 
as per budgetary restrictions in England ς became legendary in Hollywood; and much looked forward to by audiences - almost 
as much as the movies themselves. Part of the allure was, of course, that one was never entirely certain where Hitchcock 
would turn up, either in silhouette, as part of a newspaper ad, or fully-formed, attempting to catch a crowded bus. But when 
Hitchcock segued from movies into television in the mid-1950s he took this ΨōǊŀƴŘ ƴŀƳŜΩ ǿƛǘƘ ƘƛƳ; his droll weekly  



 
 
 
 
 
 
 
 
 
 
(Above): Robert Young as David and Carol Lombard as Ann pal around, come to despise each other, then fall hopelessly back in love in Mr. and Mrs. Smith (1941) ς 
IƛǘŎƘŎƻŎƪΩǎ ƳŀŘ ǎǘŀō ŀǘ ǎŎǊŜǿōŀƭƭ ǊƻƳŀƴǘƛŎ comedy. Scripted by Norman Krasna the movie Ǉƭŀȅǎ ƳƻǊŜ ƭƛƪŜ ŀ ǘŜǇƛŘ ǊŜƳŀƪŜ ƻŦ [Ŝƻ aŎ/ŀǊŜȅΩǎ The Awful Truth (1937) than 
anything else; the madcap and her straight man butting heads and coming to terms. Ann asks the lethal question this time out ς ά²ƻǳƭŘ ȅƻǳ ǎǘƛƭƭ ƳŀǊǊȅ ƳŜ ǘƻŘŀȅ ƪƴƻǿƛƴƎ 
what you know now?έ ς to which he honestly replies, άtǊƻōŀōƭȅ ƴƻǘΦέ LǘΩǎ ŀƴ answer !ƴƴ ǿŀǎƴΩǘ ŜȄǇŜŎǘƛƴƎ ǘƻ ƘŜŀǊΦ ²ƘŜƴ ǘƘŜ ŎƻǳǇƭŜ ŘƛǎŎƻǾŜǊǎ ǘƘŀǘ ƭŜƎŀƭƭȅ ǘƘŜȅ ŀǊŜ ƴƻǘ ŜǾŜƴ 
married David proposes a second time only to have Ann turn him down. Payback? Wounded ego? Hurt feelings? Well, a little of aƭƭ ǘƘǊŜŜΦ ¢ƘŜǊŜΩǎ ƴƻǘƘƛƴƎ ƛƴƘŜǊŜƴǘƭȅ wrong 
ǿƛǘƘ ŜƛǘƘŜǊ ǘƘŜ ǇǊŜƳƛǎŜ ƻǊ IƛǘŎƘŎƻŎƪΩǎ ŜȄŜŎǳǘƛƻƴ ƻŦ ǘƘŜ ƳŀǘŜǊƛŀƭΦ LǘΩǎ Ƨǳǎǘ ǘƘŀǘ ƴŜƛǘƘŜǊ ŜǾŜǊ ƎƻŜǎ ōŜȅƻƴŘ ǘƘŜ ǇŜŘŜǎǘǊƛŀƴΦ bƻǘ one of his better or better known movies and 
probably just as well.   

 
ƛƴǘǊƻŘǳŎǘƛƻƴǎ ǘƻ Ψ!ƭŦǊŜŘ IƛǘŎƘŎƻŎƪ tǊŜǎŜƴǘǎΩ cementing his portly stature and jowl-heavy visage as a touchstone of American 
pop culture.   
 
For a 1954 Time Magazine article, an over-zealous reporter suggested to Hitchcock that he might want to diversify the type of 
movies he was making. Indeed, even today there remains this mythology about the master of suspense: that Hitchcock only 
ƳŀŘŜ ΨƻƴŜ ǘȅǇŜΩ ƻŦ ƳƻǾƛŜΦ IŜ ŘƛŘ ƴƻǘΦ !ƭǘƘƻǳƎƘ Ƴƻǎǘ ς if not all ς ƻŦ IƛǘŎƘŎƻŎƪΩǎ ƳƻǾƛŜǎ ǎƘŀǊŜ ǳƴŘŜƴƛŀōƭŜ ŀƴŘ Ŝŀǎƛƭȅ 
identifiable traits and hallmarks of style and camera movement that one can choose to earmark, analyze and pick apart at will, 
the truth of the matter is that Hitchcock achieved artistry in everything from the intense family melodrama (Shadow of a 
Doubt 1943) to the slick and stylish romantic thriller (To Catch A Thief 1956); from the wickedly perverse screwball comedy 
(The Trouble With Harry 1955) and the suspense/action movie (North By Northwest 1959) to his forays into the horror genre 
(Psycho 1960, and, The Birds 1963). Lƴ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜ ŀŦƻǊŜƳŜƴǘƛƻƴŜŘ ǊŜǇƻǊǘŜǊΩs query, and without flinching, Hitchcock 
shrugged his shoulders and politely replied άLŦ L ƳŀŘŜ /ƛƴŘŜǊŜƭƭŀ ŜǾŜǊȅƻƴŜ ǿƻǳƭŘ ōŜ ƭƻƻƪƛƴƎ ŦƻǊ ǘƘŜ ōƻŘȅ ƛƴ ǘƘŜ ŎƻŀŎƘΦέ  
 

 
 
 

ά¢ƘŜǊŜ ƛǎ ƴƻ ǘŜǊǊƻǊ ƛƴ ŀ ōŀƴƎΣ ƻƴƭȅ ƛƴ ǘƘŜ ŀƴǘƛŎƛǇŀǘƛƻƴ ƻŦ ƛǘΦέ 
ς Alfred Hitchcock 

 
The arrival of Hitchcock in Hollywood began innocently enough with 
a personal invitation from producer David O. Selznick to work on the 
story of the ill-fated Titanic for Selznick Pictures. Arguably, Selznick 
had zero interest in this project, but he knew that it was of 
considerable interest to Hitchcock. Installed in a comfortable 
bungalow in Hollywood but witƘ ǇǊŜŎƛƻǳǎ ƭƛǘǘƭŜ ǘƻ ŘƻΣ IƛǘŎƘŎƻŎƪΩǎ 
dismay began to mount, but was somewhat quelled when he and 
Selznick concurred on Rebecca (1940) as his foray into American 
movies. The author of the novel, Daphne du Maurier was not only 
greatly admired by Hitchcock; she was also a close personal friend. 
 
To say Hitchcock was wholly unprepared for the omnipotent and 
intrusive way David Selznick ran his studio is gross understatement. 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Previous) Hitchcock and producer David O. Selznick on the set of Rebecca (1940). Selznick had the 
deepest admiration for what he considered his star director. The plaudits were a little one-sided. 
Hitchcock considered Selznick obtrusive, distracting and a damn nuisance. He had come from a director-
driven medium in England to a producer ŎƻƴǘǊƻƭƭŜŘ ŀǳǘƻŎǊŀŎȅΦ {ŜƭȊƴƛŎƪΩǎ ƴŀƳŜ ǿŀǎ ŀōƻǾŜ ǘƘŜ ǘƛǘƭŜ ŀƴŘ ƛǘ 
ŎŀǊǊƛŜŘ ǿƛǘƘ ƛǘ {ŜƭȊƴƛŎƪΩǎ ƻǿƴ ǎŜŀƭ ƻŦ ŀǇǇǊƻǾŀƭΣ ƴƻǘ ƎƛǾŜƴ ǳƴǘƛƭ ŀ ƭƛǘŀƴȅ of memos had littered the floor of 
every soundstage at Selznick International, picking apart even the most minute detail.  Selznick knew he 
could trust Hitchcock to make the right creative decisions but that did not stop him from making daily 
pilgrimages ǘƻ ǘƘŜ ǎŜǘΦ !ŦǘŜǊ ǘƘŜ ŦƛǊǎǘ ƳƻƴǘƘ ƻŦ ǎƘƻƻǘƛƴƎ IƛǘŎƘŎƻŎƪ ΨƎƻǘ ǿƛǎŜΩ ǘƻ {ŜƭȊƴƛŎƪΩǎ Ǌƛǘǳŀƭ ς calling a 
halt to production and instead pretending to rehearse a scene until Selznick finally became bored with the 
whole process and left.  
 
(This page above left): flanked by Selznick and Hitchcock, Joan Fontaine is all smiles at the 1941 Academy 
Awards. (Above right): from first to last. The Paradine Case ƳŀǊƪŜŘ ǘƘŜ ƻŦŦƛŎƛŀƭ ŜƴŘ ƻŦ IƛǘŎƘŎƻŎƪΩǎ ŎƻƴǘǊŀŎǘ 
with Selznick International. He considered it more interment than servitude. Hitchcock is seen here with 
the entire principle cast; from left, back row; Louis Jourdan next to Hitchcock, then Selznick, Charles 
Laughton, Charles Coburn, Gregory Peck; front row from left; Joan Tetzel, Ann Todd and Ethel Barrymore. 
Hitchcock and Laughton had worked together before on Jamaica Inn (1939); a film that nearly ruined their 
friendship and mutual respect for one another when Laughton ς as that ŦƛƭƳΩǎ ǇǊƻŘǳŎŜǊ ς began to give 
Hitchcock tips on how to direct both it and him in scenes. On The Paradine Case Laughton was just 
ŀƴƻǘƘŜǊ ƘŀƳ ŀƴŘ ŦŜƭƭ ƛƴǘƻ ƭƛƴŜ ǿƛǘƘ IƛǘŎƘŎƻŎƪΩǎ ǿƛǎƘŜǎΦ  
 
όwƛƎƘǘύΥ IƛǘŎƘŎƻŎƪΩǎ ŎŀƳŜƻ ƛƴ The Paradine Case, departing the train station with barrister Anthony Keane 
όtŜŎƪύΦ {ŜƭȊƴƛŎƪ ǘƘƻǳƎƘǘ IƛǘŎƘŎƻŎƪΩǎ ŎŀƳŜƻǎ ƛƴŎǊedibly bourgeois but allowed him the luxury. (Right): Ann 
Todd and Charles Laughton share a relaxed moment in between takes on the set. By all accounts the two 
were very good friends. In the film Laughton plays a lascivious judge who attempts to put the moves on 
YŜŀƴŜΩǎ reluctant wife, Gay (Todd) when his own, the emotionally fragile, Lady Sophie (Ethel Barrymore) is 
not looking.  (Bottom): Hitchcock runs through the paces with Todd and Barrymore in a scene that does 
not appear in the final cut; the latter looking rather unimpressed and perhaps even a little bored.  She had 
reason to be. Lady Sophie is a thankless part, one that any number of actresses might have picked up at a 
ƎƭŀƴŎŜΦ .ŀǊǊȅƳƻǊŜ ƘŀŘ ōŜŜƴ ŀ ǇǊƻƳƛƴŜƴǘ ŀŎǘǊŜǎǎ ƻƴ ǘƘŜ ǎǘŀƎŜ ŀƴŘ ƻƴŜ ƻŦ aDaΩǎ ǇǊŜƳiere talents 
throughout the 1930s. She had less success in the 1940s, predictably because then as is now plum roles 
for older women were few and far between.  

 
Although Hitchcock has been described by some as the movieΩǎ ŦƛǊǎǘ ƎǊŜŀǘ 
auteur he failed to recognize before the ink had dried on his contract that, 
ŀƭǘƘƻǳƎƘ Ƙƛǎ ōƻǎǎΩ official credit was strictly as producer, Selznick considered 
himself more a co-collaborator than a mogul. On the set of Rebecca, 
Hitchcock found himself ǘŀƪƛƴƎ ΨŀŘǾƛǎŜΩ ŦǊƻƳ {ŜƭȊƴƛŎk on everything from the 
way certain scenes should be shot to his choice of casting a leading lady.  

 
Rebecca ƛǎ ŜǎǎŜƴǘƛŀƭƭȅ .ǊƻƴǘŜΩǎ Jane Eyre set in modern times. A young 
nameless waif (Joan Fontaine) marries haughty aristocratic, Maxim de Winter  



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Previous page): Shadow of a Doubt όмфпоύ ǘǳǊƴŜŘ ŀ ŎƻǊƴŜǊ ƛƴ IƛǘŎƘŎƻŎƪΩǎ ŎŀǊŜŜǊΤ ƻƴŜ ǘƘŀǘ ǊŜƎǊŜǘǘŀōƭȅ ƭŜŘ ǘƻ ŀ ǾŜǊȅ Ŧŀƭƭƻǿ Ǉeriod immediately following the ƳƻǾƛŜΩǎ ŘŜōǳǘΦ 
HitcƘŎƻŎƪ Ƴŀȅ ƴƻǘ ƘŀǾŜ ŀǇǇǊŜŎƛŀǘŜŘ {ŜƭȊƴƛŎƪΩǎ ƳŜŘŘƭƛƴƎΣ ōǳǘ ǿƛǘƘƻǳǘ ƛǘ ŀ ōǊƛŜŦ ǘŜƴǳǊŜ ƻŦ ƴŀǊǊŀǘƛǾŜƭȅ ǳƴŜǾŜƴ ǎǘƻǊȅǘŜƭƭƛƴƎ ŜƴǎǳŜŘΦ Shadow of a Doubt was the exception ς a taut 
thriller that cast Joseph Cotten against type as a serial killer. The story begins witƘ /ƘŀǊƭŜǎΩ ƭŀƴŘƭŀŘȅΣ aǊǎΦ aŀǊǘƛƴ ό/ƻƴǎǘŀƴŎŜ tǳǊŘȅύ ŎƻƳŜ ǘƻ ǿŀǊƴ ƘƛƳ ŀōƻǳǘ ǘǿƻ ƎŜƴǘƭŜƳŜƴ 
who wanted to have a talk. After eluding police, Charles (Cotten) arrives in Santa Rosa, greeted by his niece Charlie (Teresa Wright) and the rest of the Newton clan, father 
Joseph (Henry Travers), younger daughter, Ann (Edna May Wonacott) and Roger (Charles Bates).  At home Charles gets reacquainted with his sister, Emma (Patricia Collinge); 
an emotionally fragile, gingerly sweet, yet strangely sad creature to whom CharƭŜǎΩ ƘƻƳŜŎƻƳƛƴƎ Ƙŀǎ ƳŜŀƴǘ ŜǾŜǊȅǘƘƛƴƎΦ  /ƘŀǊƭŜǎ ƎƛǾŜǎ ǘƘŜ ŦŀƳƛƭȅ ΨƎƛŦǘǎΩ ς actually souvenirs from 
the women he has murdered, including a fur stow for Emma and a ring that the astute Charlie realizes has an inscription inside the band. Charles makes light of the discovery, 
saying that the jewelry store has given him the wrong merchandise. But later, when Charlie innocently sees that Charles has taken a section of the morning paper to his 
ōŜŘǊƻƻƳΣ /ƘŀǊƭŜǎ ŀƭƭ ōǳǘ ōǊŜŀƪǎ Ƙƛǎ ƴƛŜŎŜΩǎ ƘŀƴŘǎ ǘƻ ǇǊŜǾŜƴǘ ƘŜǊ ŦǊƻƳ Ǌeading the headline; a squib about the manhunt for the Merry Widow Strangler.   
 
/ƘŀǊƭƛŜΩǎ ǎǳǎǇƛŎƛƻƴǎ ƎŜǘ ǘƘŜ ōŜǘǘŜǊ ƻŦ ƘŜǊΣ ǇŀǊǘƛŎǳƭŀǊƭȅ ŀŦǘŜǊ ǇƻƭƛŎŜ ƻŦŦƛŎŜǊΣ WŀŎƪ DǊŀƘŀƳ όaŀŎ5ƻƴŀƭŘ /ŀǊŜȅύ ƛƴŦƻǊƳǎ ƘŜǊ ǘƘŀǘ Uncle Charles is their A-one list suspect. Begging the 
local librarian (Eily Malyon) to let her in after hours, Charlie finds the newspaper that Charles has kept from her and realizes her favorite relative ς the one for whom she has 
been named after ς is actually a cold-blooded killer. From here on in the plot increasingly becomes a dangerous game of cat and mouse. After Charlie reveals to her uncle that 
she knows the truth and orders him to leave town before she tells the rest of the family he makes two attempts on her life; an accident on the back stairs and later, by 
attempting to lock the garage door from the outside while the inside fills with carbon monoxide exhaust.  
 
(This page) Shadow of A Doubt ƛǎ ǊŜƳŀǊƪŀōƭȅ ǾƻƛŘ ƻŦ IƛǘŎƘŎƻŎƪΩǎ ǳǎǳŀƭ ultra-clever and stylish set pieces. If the film does have an iconic moment, it remains when Charles 
ŎƘŀƴƎŜǎ ŦǊƻƳ ŎƻƴƎŜƴƛŀƭ ǳƴŎƭŜ ǘƻ ƻōǾƛƻǳǎ ƳǳǊŘŜǊŜǊ ǊƛƎƘǘ ōŜŦƻǊŜ ƻǳǊ ǾŜǊȅ ŜȅŜǎΦ WƻǎŜǇƘ /ƻǘǘŜƴΩǎ ŘŜƭƛǾŜǊȅ ƻŦ ǘƘŜ ǎǇŜŜŎƘ ƛƴ ǿƘƛŎƘ he equates women to animals fit for the 
slaughter is chillingΦ άThe cities are full of women, middle-aged widows, husbands ς dead. Husbands who've spent their lives making fortunes, working and working. And then 
ǘƘŜȅ ŘƛŜ ŀƴŘ ƭŜŀǾŜ ǘƘŜ ƳƻƴŜȅ ǘƻ ǘƘŜƛǊ ǿƛǾŜǎΧǘƘŜƛǊ ǎƛƭƭȅ ǿƛǾŜǎΦ !ƴŘ ǿƘŀǘ Řƻ ǘƘŜ ǿƛǾŜǎ ŘƻΣ ǘƘŜǎŜ ǳǎŜƭŜǎǎ ǿƻƳŜƴΚ ¸ƻǳ ǎŜŜ ǘƘŜƳ ƛƴ the hotels, the best hotels, every day by the 
thousands, drinking the money, eating the money, losing the money at bridge, playing all day and all night: smelling of money, proud of their jewelry but of nothing else, 
ƘƻǊǊƛōƭŜΣ ŦŀŘŜŘΣ ŦŀǘΣ ƎǊŜŜŘȅ ǿƻƳŜƴΦέ Charlie interjectsΣ ά.ǳǘ ǘƘŜȅΩǊŜ ŀƭƛǾŜΦ ¢ƘŜȅΩǊŜ ƘǳƳŀƴ ōŜƛƴƎǎέ ǘƻ ǿƘƛŎƘ IƛǘŎƘŎƻŎƪ ȊƻƻƳǎ ƛƴ ƻƴ /ƻǘǘŜƴΩǎ ŦŀŎŜ ǘǳǊƴƛƴƎ ŦǊƻƳ ǇǊƻŦƛƭŜ ǘƻ ŜȄǘǊŜƳŜ 
close up for the penultimate kickerΦ ά!ǊŜ ǘƘŜȅΚέ he asks without any hesitation or emotion. 

 
 
(Lawrence Olivier) while vacationing with her paid companion, Edythe Van Hopper (Florence Bates) in Monte Carlo. For a while 
aŀȄƛƳ ŀƴŘ Ƙƛǎ ƴŜǿ ōǊƛŘŜ ŀǊŜ ŘƛǾƛƴŜƭȅ ƘŀǇǇȅΦ IƻǿŜǾŜǊΣ ǳǇƻƴ ǊŜǘǳǊƴƛƴƎ ǘƻ aŀȄƛƳΩǎ ƘƻƳŜΣ the foreboding seaside estate 
Manderly, the ŜǎǎŜƴŎŜ ƻŦ aŀȄƛƳΩǎ former first wife ς the late wŜōŜŎŎŀΣ ōŜƎƛƴǎ ǘƻ ƛƴǘǊǳŘŜ ƻƴ ǘƘŜ ŎƻǳǇƭŜΩǎ ǎŜǊŜƴƛǘȅΦ Lǘ ǎŜŜƳǎ ǘƘŀǘ 
ŜǾŜǊȅƻƴŜ ŦǊƻƳ aŀȄƛƳΩǎ ǎƛǎǘŜǊΣ .ŜŀǘǊƛŎŜ [ŀŎŜȅ όDƭŀŘȅǎ /ƻƻǇŜǊ) to the matronly, yet possessive housekeeper, Mrs. Danvers 
όWǳŘƛǘƘ !ƴŘŜǊǎƻƴύ ǿƛƭƭ ƴƻǘ ŀƭƭƻǿ wŜōŜŎŎŀΩǎ ƳŜƳƻǊȅ ǘƻ ŦŀŘŜΦ  
 
Feeling stifled in her new home, the second Mrs. de Winter (never named in either the novel or the film) decides to throw a 
costume ball to liven the mood. However, her plans go horribly awry when she arrives costumed in a gown that Rebecca wore 
the year before; one that Mrs. Danvers deliberately suggested. The costume sends Maxim into a rage and he orders his wife to 
go upstairs and change.  
 



 
 
 
 
 
 
 
 
 
 
 
(Above left): on the set of Rope (1948), a single camera set up that Hitchcock once described as a fiƭƳ ǿƛǘƘ Ψƴƻ ŜŘƛǘǎΩ ǎƘƻǘ ƛƴǎƛŘŜ ŀ Ǝƛŀƴǘ ŜǊŜŎǘƻǊ ǎŜǘΦ ¢ƘŜ ŘŜǎŎǊƛǇǘƻǊ ǿŀǎ ƻƴƭȅ 
partly true. RopeΩǎ ǿŀƭƭǎ ǿŜǊŜΣ ƛƴŘŜŜŘΣ Ŏǳǘŀǿŀȅǎ ǘƘŀǘ ŎƻǳƭŘΣ ŀƴŘ ǿŜǊŜΣ ŦǊŜǉǳŜƴǘƭȅ ōŜƛƴƎ ƳƻǾŜŘ ǘƻ ŀŎŎƻƳƳƻŘŀǘŜ ǘƘŜ ŎŀƳŜǊŀΩǎ ƳƻǾŜƳŜƴǘ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ set. The takes were 
continuous and photographed at ten minute intervals using a whole reel of exposed film at a time. In retrospect this made the final edit incredibly easy to assemble; simply by 
splicing twelve cans of film together, minus outtakes. There were no trims. To accomplish the ΨǎŜŀƳƭŜǎǎΩ ƻǊ ΨŎƻƴǘƛƴǳƻǳǎΩ Ŧƭƻǿ IƛǘŎƘŎƻŎƪ ǿƻǳƭŘ ȊƻƻƳ ƛƴ ƻƴ ŀ ǇŜǊǎƻƴΩǎ ōŀŎƪ ƻǊ 
inanimate object before reloading the camera to continueΦ /ŀǎǘ ƘŀŘ ǘƻ ōŜ ƻƴ ǘƘŜƛǊ ǘƻŜǎΦ IƛǘŎƘŎƻŎƪ ǿŀǎ ōŀǎƛŎŀƭƭȅ ǎƘƻƻǘƛƴƎ tŀǘǊƛŎƪ IŀƳƛƭǘƻƴΩǎ wƻǇŜΩǎ 9ƴŘ as a play.   
 
The apartment set was unremarkable in virtually every way, except for the fact that its background cyclorama gradually turned from mid-afternoon to sunset and finally 
nighttime sky before our very eyes; a gimmick of lighting not exactly realistic achieved and adding yet another layer to the artifice of what eventually proved to be a very stilted 
exercise.  (Above right): Hitchcock with (from left) Farley Granger, James Stewart and John Dall and that famous credenza concealing the strangulated remains of David Kentley 
(Dick Hogan), briefly glimpsed in the opening sequence of the film being murdered. To pad out this thankless part and add a tantalizing flavor for the macabre, RopeΩǎ ǘǊŀƛƭŜǊ 
was shot with an interesting premise; showing no scenes from the actual movie but rather David and his girlfriend, Janet (Joan Chandler) in Central Park. He considers them 
engaged, but she still has her reservations. After a polite peck on the cheek, David departs for a prearranged rendezvous at the apartment of Brandon (Dall) and Philip 
(Granger); the camera observing from ŀ ŘƛǎǘŀƴŎŜ ŀǎ 5ŀǾƛŘ ǿŀƭƪǎ ƻǳǘ ƻŦ ŦǊŀƳŜΤ ŦƻƭƭƻǿŜŘ ōȅ WŀƳŜǎ {ǘŜǿŀǊǘΩǎ ǊŀǘƘŜǊ ƻƳƛƴƻǳǎ ǾƻƛŎŜ ƻǾŜǊ άΧbut ǘƘŀǘΩǎ ǘƘŜ ƭŀǎǘ ǘƛƳŜ ǎƘŜ ŜǾŜǊ ǎŀǿ 
5ŀǾƛŘ ŀƭƛǾŜΦ  !ƴŘ ǘƘŀǘΩǎ ǘƘŜ ƭŀǎǘ ǘƛƳŜ ȅƻǳΩƭƭ ŜǾŜǊ ǎŜŜ ƘƛƳ ŀƭƛǾŜ ǘƻƻΦέ  
 
Rope dealt with homosexuality and thrill killing ς subjects forbade under the Production Code and thus rather watered down in the final movie. Screenwriter, Arthur Laurents 
did not want Hitchcock to shoot the moment of strangulation, believing that the ƳƻǾƛŜΩǎ heightŜƴŜŘ ǎǳǎǇŜƴǎŜ ǿƻǳƭŘ ŘŜǊƛǾŜ ŦǊƻƳ ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ Ŏƻƴǎǘŀƴǘ ǉǳŜǎǘƛƻƴƛƴƎ ƻŦ 
whether or not there was a body hidden in that credenza. Hitchcock disagreed, following an analogy he later fleshed out for Francois Truffaut during a taped interview. ά¸ƻǳ 
have two peoǇƭŜ ŀǘ ŀ ǊŜǎǘŀǳǊŀƴǘΣέ explains Hitchcock, άΧŀnd a bomb hidden under the table. Show the audience the bomb before you show them the two people sitting down to 
ŘƛǎŎǳǎǎ ōŀǎŜōŀƭƭΦ ¢ƘŜƴ ǿƘŀǘΩǎ ǘƘŜ ŀǳŘƛŜƴŎŜ ŘƻƛƴƎΦ ¢ƘŜȅΩǊŜ ǎŀȅƛƴƎ ǘƻ ǘƘŜƳǎŜƭǾŜǎΣ ΨŘƻƴΩǘ ǘŀƭƪ ŀōƻǳǘ ōŀǎŜōŀƭƭΣ ǘƘŜǊŜΩǎ ŀ ōƻƳō ǳƴŘŜǊ ǘƘŜ ǘŀōƭŜΦ DŜǘ ƻǳǘ ƻŦ ǘƘŜǊŜΗΩέ ¢ƘŜ ΨōƻƳōΩ ƛƴ 
RopeΩǎ case is 5ŀǾƛŘ YŜƴǘƭŜȅΩǎ ōƻŘȅΣ ǎǘǳŦŦŜŘ ōȅ .ǊŀƴŘƻƴ ŀƴŘ tƘƛƭƛǇ ƛƴǘƻ ǘƘŜ credenza atop which they serve ŦƻƻŘ ŀƴŘ ŘǊƛƴƪǎ ǘƻ ǘƘŜ ŘŜŎŜŀǎŜŘΩǎ ŦŀƳƛƭȅ ŀƴŘ ŦǊƛŜƴŘǎΣ ŀƭƭ ǘƘŜ ǿƘƛƭŜ 
with the very real prospect that at any moment one of them might lift up the lid and discover the gruesome remains hidden inside.   

 
¢ƘŜ ƴŜǿ ǿƛŦŜ ŀƴŘ 5ŀƴǾŜǊǎ ƘŀǾŜ ǘƘŜƛǊ ŎƻƴŦǊƻƴǘŀǘƛƻƴ ƛƴ wŜōŜŎŎŀΩǎ ōŜŘǊƻƻƳ ǿƛǘƘ 5ŀƴǾŜǊΩǎ ŀǘǘŜƳǇǘƛƴƎ ǘƻ ōǊŀƛƴǿŀǎƘ ǘƘŜ ōǊƛŘŜ 
into committing suicide. Instead, the discovery of ŀ ǎƘƛǇǿǊŜŎƪ ƻƴ aŀƴŘŜǊƭȅΩǎ ŎǊŀƎƎȅ ǊƻŎƪǎ leads to the discovery of another 
ǎǳƴƪŜƴ ǾŜǎǎŜƭ ǿƛǘƘ wŜōŜŎŎŀΩǎ ŎƻƴŎŜŀƭŜŘ ǊŜƳŀƛƴǎ still inside. Maxim further complicates matters when he confides to his wife 
that he knew all along the body was there. άIƻǿ ŘƛŘ ȅƻǳ ƪƴƻǿΚέ she asks himΦ ά.ŜŎŀǳǎŜ L Ǉǳǘ ƛǘ ǘƘŜǊŜΣέ Maxim explains.  
 
This filmic revelation is worthy of further consideration because it is not the same in the novel. In print, du Maurier had made 
her hero a murderer as well; Maxim kills Rebecca in a fit of rage after she announced to him that she was pregnant with 
ŀƴƻǘƘŜǊ ƳŀƴΩǎ ŎƘƛƭŘΦ {ŜƭȊƴƛŎƪΣ ŀ Ǉurist in his literary adaptations detested this revision, imposed on the film by the Censorship 
Production Code of Ethics. In truth, what ought to have been a moment of shocking revelation now plays as slightly 
ŀƴǘƛŎƭƛƳŀŎǘƛŎΦ tŜǊƘŀǇǎ ǊŜŎƻƎƴƛȊƛƴƎ hƭƛǾƛŜǊΩǎ ŀōƛƭƛǘƛŜǎ ŀǎ ŀ ƎǊŜŀǘ ƻǊŀǘƻǊΣ IƛǘŎƘŎƻŎƪ ŘŀǊƛƴƎƭȅ ŘŜŎƭƛƴŜŘ ǘƻ ǎƘƻƻǘ ŀ ǘǊŀŘƛǘƛƻƴŀƭ 
ΨŦƭŀǎƘōŀŎƪΩ ǎŜǉǳŜƴŎŜ ǘƻ ŜȄǇƭŀƛƴ ǿƘŀǘ ƘŀǇǇŜƴŜŘ to Rebecca. Instead, his camera slowly follows the action that might have 
been as described by Maxim, the slow pan and dolly across the room suddenly coming to rest upon the sharp and protruding 
ǇƛŜŎŜ ƻŦ ǎƘƛǇΩǎ ǘŀŎƪƭŜ ǘƘŀǘ wŜōŜŎŎŀ ǊŜǇƻǊǘŜŘƭȅ ǎǘǊǳŎƪ ƘŜǊ ƘŜŀŘ ƻƴΦ  Lƴ ŀ ƳƻƳŜƴǘ ƻŦ ǇŀƴƛŎΣ aŀȄƛƳ ǘƘŜƴ ǘƻƻƪ Ƙƛǎ ǿƛŦŜΩǎ ōƻŘȅ ǘƻ 
her private boat, set out to sea and punched holes in its hull to conceal the evidence ς even though no actual crime has been 
committed.  
 
Exonerated from any wrong doing at a public inquest Maxim hurries home to his new wife whom he truly loves, only to 
discover that Mrs. Danvers has gone mad and set fire to his beloved Manderly ς presumably with his new wife inside. After a 
brief frantic search, the lovers are reunited on the front lawn where they witness Danvers consumed by the hellish inferno, 
ǘƘŜ ŦƭŀƳŜǎ ŀǘ ƭŀǎǘ ŘŜǾƻǳǊƛƴƎ ǘƘŜ ŜƳōǊƻƛŘŜǊŜŘ ōŜŘ Ǉƛƭƭƻǿ ǿƛǘƘ ǘƘŜ ƭŜǘǘŜǊ ΨwΩ ǘƻ ǎȅƳōƻƭƛȊŜ ŀƴ ŜƴŘ ǘƻ wŜōŜŎŎŀΩǎ ƘƻƭŘ ƻƴ ǘƘŜ  



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Above): scenes from a party. Rope (194уύ ǿŀǎ IƛǘŎƘŎƻŎƪΩǎ ǎŜŎƻƴŘ ŀǘǘŜƳǇǘ ǘƻ ǇƘƻǘƻƎǊŀǇƘ ŀƴ ŜƴǘƛǊŜ ƳƻǾƛŜ ƻƴ ƻƴŜ ǎŜǘΦ Iƛǎ ŦƛǊǎǘ ƘŀŘ ōŜŜƴ Lifeboat (1944). This time around 
the ensemble included Dick Hogan (as the strangulated corpse, David Kentley), John Dall and Farley Granger (the murderers, Brandon and Philip), Edith Evanson as Mrs. 
Wilson, their ever-ŘƻǘƛƴƎ ƘƻǳǎŜƪŜŜǇŜǊΣ 5ƻǳƎƭŀǎ 5ƛŎƪ όŀǎ 5ŀǾƛŘΩǎ ōŜǎǘ ŦǊƛŜƴŘΣ YŜƴƴŜǘƘ ŀƴŘ ǊƛǾŀƭ ŦƻǊ ǘƘŜ ŀŦŦŜŎǘƛƻƴǎ ƻŦ 5ƛŎƪΩǎ ōŜǎǘ ƎƛǊƭΣ WŀƴŜǘΣ Ǉƭayed by Joan Chandler). The two 
liveliest performers in the film are undeƴƛŀōƭȅ {ƛǊ /ŜŘǊƛŎ IŀǊŘǿƛŎƪŜ όŀǎ 5ŀǾƛŘΩǎ ŦŀǘƘŜǊύ ŀƴŘ ƳƻǊŜ ŀƳǳǎƛƴƎƭȅΣ /ƻƴǎǘŀƴŎŜ /ƻƭƭƛŜǊ όŀǎ aǊǎΦ !ǘǿŀǘŜǊΣ 5ŀǾƛŘΩǎ ŀǳƴǘύΦ 9ŀǊƭȅ in the 
ŦƛƭƳ !ǘǿŀǘŜǊΣ ŀƴ ŀƳŀǘŜǳǊ ƳȅǎǘƛŎ ŀƴŘ ŎƭŀƛǊǾƻȅŀƴǘΣ ǘŀƪŜǎ tƘƛƭƛǇΩǎ ƘŀƴŘǎ ƛƴǘƻ ƘŜǊ ƻǿƴΣ ŘŜŎƭŀǊƛƴƎ άThese hands will bring you great fameΦέ  {ƘŜΣ ƻŦ ŎƻǳǊǎŜΣ ƛǎ ǊŜŦŜǊǊƛƴƎ ǘƻ tƘƛƭƛǇΩǎ 
musical abilities. She has no way of knowing her fingers are caressing the fleshy palms of a cold-blooded killer. Neither does Mr. Kentley mark any suspicion that the man 
sitting next to him on the setteŜ ƛǎ ǇŀǊǘƭȅ ǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ Ƙƛǎ ƻǿƴ ǎƻƴΩǎ ƳǳǊŘŜǊΦ  ό.ƻǘǘƻƳ ŎŜƴǘŜǊύΥ ǘƘŜ ƳƻƳŜƴǘ ƻŦ ǘǊǳǘƘΦ IŀǾƛƴƎ ƎƛǾŜƴ ŘŜǇŀǊǘƛƴƎ ǇŀǊǘȅ ƎǳŜǎǘ wupert Cadell 
όWŀƳŜǎ {ǘŜǿŀǊǘύ 5ŀǾƛŘ YŜƴǘƭŜȅΩǎ Ƙŀǘ ōȅ ƳƛǎǘŀƪŜΣ aǊǎΦ ²ƛƭǎƻƴ ǊŜŎǘƛŦƛŜǎ ǘƘŜ ǎƛǘǳŀǘƛƻƴΣ ǳƴƪƴƻǿƛƴƎ ǘƘŀǘ ǎƘŜ Ƙŀǎ Ƨǳǎǘ ŜȄǇƻǎŜŘ .ǊŀƴŘƻƴ ŀƴŘ tƘƛƭƛǇΩǎ ǘƘǊƛƭƭ ƪƛƭƭΦ !ŦǘŜǊ ǿǊŜǎǘƭƛƴƎ ŀ Ǝǳƴ 
ŦǊƻƳ tƘƛƭƛǇΩǎ ƘŀƴŘǎΣ wǳǇŜǊǘ ƘƻƭŘǎ ǘƘŜ Řǳƻ ƘƻǎǘŀƎŜ ǳƴǘƛƭ ǘƘŜ ǇƻƭƛŎŜ Ŏŀƴ ŀǊǊƛǾŜΦ RopeΩǎ ǇŜƴǳƭǘƛƳŀǘŜ ƳƻƳŜƴǘ ƻŦ ǊŜŀƭƛȊŀǘƛƻƴ ƛǎ ǘƘŜ ǎŜǉǳŜƴŎŜ ǿƛǘƘ ǘƘŜ ǎǿƛǘŎƘŜŘ ƘŀǘǎΦ .ǳǘ ǘƘŜǊŜ ƛǎ 
still at least fifteen mƛƴǳǘŜǎ ƭŜŦǘ ǘƻ ǘƘŜ ǎǘƻǊȅΦ WŀƳŜǎ {ǘŜǿŀǊǘ ŘƻŜǎ Ƙƛǎ ōŜǎǘ ǘƻ ΨŜȄǇƭŀƛƴΩ Ƙƛǎ ǇƻǿŜǊǎ ƻŦ ŘŜŘǳŎǘƛƻƴ ǿƛǘƘ ǇŀƴƛŎƪŜŘ ŘǊŜŀŘΣ ōǳǘ RopeΩǎ ŦƛƴŀƭŜ ǊŜƳŀƛƴǎ ƻƴŜ ƻŦ ǘƘŜ ƭŜŀǎǘ 
convincing and entertaining in any Hitchcock movie.    

 
 
couple too. For this penultimate moment Selznick had wanted Hitchcock to tilt his camera into the sky with the writhing 
ǎƳƻƪŜ ŦǊƻƳ ǘƘŜ ōƭŀȊŜ ŦƻǊƳƛƴƎ ǘƘŜ ƭŜǘǘŜǊ ΨwΩ ƛƴ ǘƘŜ ǎƪȅΤ ŀ ǘŀŎƪȅ ŦƛƴŀƭŜ ǘƻ ǎŀȅ ǘƘŜ ƭŜŀǎǘΦ IƛǘŎƘŎƻŎƪ ǊŜǎƛǎǘŜŘΦ Lǘ ǿŀǎ ŀǊƎǳŀōƭȅΣ the 
only battle he won on the picture.  
 
At the start ƻŦ ǇǊƻŘǳŎǘƛƻƴ IƛǘŎƘŎƻŎƪ ƘŀŘ ǘǊƛŜŘ ǘƻ ōŀƭƪ ƻƴ {ŜƭȊƴƛŎƪΩǎ ŘŜŎƛǎƛƻƴ ǘƻ Ŏŀǎǘ Wƻŀƴ CƻƴǘŀƛƴŜ ŀǎ ǘƘŜ ƳƻǾƛŜΩǎ ƘŜǊƻƛƴŜΦ .ǳǘ 
in hindsight she proved the ideal choice; capturing the empathy of that mousy, insecure and scared little creature as 
described by Du Maurier in the novel. And despite her relative obscurity (Fontaine had appeared in thirteen movies before 
Rebecca, but never as anything more than a demure wallflower briefly glimpsed in near cameo walk on parts) Fontaine  



 
 
 
 
 
 
 
 
 
 
 
 
(Above): Lifeboat (1944) iǎ ŀ ǎǳǇŜǊƛƻǊ ŜȄŀƳǇƭŜ ƻŦ ǘƘŜ ǎƛƴƎƭŜ ǎŜǘ ŜƴǎŜƳōƭŜ ƳƻǾƛŜΣ ŀǊƎǳŀōƭȅ ƛǘΩǎ ƻƴƭȅ ǊƛǾŀƭ ōŜƛƴƎ IƛǘŎƘŎƻŎƪΩǎ ǇŜƴǳƭǘƛƳŀǘŜ ǎǘŀō ŀǘ ǘƘŜ ΨƎƛƳƳƛŎƪΩ ς Rear Window 
(1954). The premise for Lifeboat is simple ς seven survivors of a German U-boat torpedo attack on the luxury liner they were all sailing on crawl into a lifeboat, making 
desperate attempts to keep body and soul together while they wait for rescue ς or imminent death from starvation ς on the open sea. Along the way they pick up the Nazi 
captain responsible for the attack, who apparently has survived the sinking of his own ship in the assault. Systematically, the captain turns survivor against survivor, plotting 
ǘƻ ƳǳǊŘŜǊ ǘƘŜƳ ƻƴŜ ōȅ ƻƴŜ ǳƴǘƛƭ Ƙƛǎ ƻǿƴ ǊŜǎŎǳŜ ƛǎ ǎŜŎǳǊŜŘΦ ¢ƘŜ ŦƛƭƳΩǎ ŜƴǎŜƳōƭŜ ŦŜŀǘǳǊŜǎ ¢ŀƭƭǳƭŀƘ .ŀƴƪƘŜŀŘ (as newspaper columnist Constance Porter), Henry Hull (as 
industrialist Charles Rittenhouse), William Bendix (as simpleton Gus Smith), John Hodiak (as a rough-around-the edges crew member of the sunken liner), Mary Anderson (as 
a nurse), Hume Cronyn (as nervous wreck, Stanley Garrett), Canada Lee (the noble George Spencer) and Walter Sleazak (as Willy, the Nazi captain). John StŜƛƴōŜŎƪΩǎ 
screenplay progressively addresses cross-cultural classicist snobbery and racial/ethnic biases, all within the context of its basic plot point ς that of survival, and perhaps 
ǎǳǊǾƛǾŀƭ ƻŦ ǘƘŜ ŦƛǘǘŜǎǘΦ aƛŘǿŀȅ ǘƘǊƻǳƎƘ ǘƘŜƛǊ ƻǊŘŜŀƭΣ DǳǎΩ ƭŜƎ ƛǎ ŀƳǇǳǘŀǘŜŘ ōȅ ²ƛƭƭȅΣ ǿƘƻ ƭŀǘŜǊ ŎƻƴǾƛƴŎŜǎ ǘƘŜ ŘŜƭƛǊƛƻǳǎ ŀƴŘ Řying man to throw himself over the side of the 
lifeboat and callously watches him drown while the others are asleep. Lifeboat ought to have been a great success for Hitchcock and 20th Century-Fox. But only weeks into 
its run, Darryl F. Zanuck pulled the movie from circulation after rumors began to circulate that its story was a pro-Nazi/pro-fascist piece of propaganda. Lifeboat would 
remain buried from view for the next forty-five years. 

 
 
proved to Hitchcock that she possessed the necessary star quality to get the job done. Evidently, Hitchcock later agreed 
though he kept his opiniƻƴǎ ǘƻ ƘƛƳǎŜƭŦΣ ǇŜǊƘŀǇǎ ŦŜŀǊŦǳƭ ǘƘŀǘ Ƙƛǎ ǇƭŀǳŘƛǘǎ ǿƻǳƭŘ Ǌǳƛƴ ǘƘŜ ŀŎǘǊŜǎǎΩ ŀōƛƭƛǘȅ ǘƻ ŎƻƴǾƛƴŎƛƴƎƭȅ ǇƻǊǘǊŀȅ 
perpetual insecurity on the screen. 
  
!ǎ IƛǘŎƘŎƻŎƪΩǎ !ƳŜǊƛŎŀƴ ŜƴǘǊŞŜΣ Rebecca ƛǎ ƛƳǇǊŜǎǎƛǾŜ ǘƻ ǎŀȅ ǘƘŜ ƭŜŀǎǘΦ Lƴ ƘƛƴŘǎƛƎƘǘΣ {ŜƭȊƴƛŎƪΩǎ Ŏƻƴǎǘŀƴǘ ōŀŘƎŜǊing through 
ƳŜƳƻǎ ǎǘǊŜƴƎǘƘŜƴǎ ǘƘŜ ƴƻǾŜƭΩǎ ƭƻƻǎŜ ŎƻƴǎǘǊǳŎǘƛƻƴΦ IƛǘŎƘŎƻŎƪΣ ǘƘƻǳƎƘ ŀ ƳŜǘƛŎǳƭƻǳǎ ǘŜŎƘƴƛŎŀƭ ŎǊŀŦǘǎƳŀƴ ǿŀǎ ƴƻǘ ŀƭǿŀȅǎ ŀǎ 
ǿŜƭƭ ǎŜǊǾŜŘ ŀŦǘŜǊ ƘŜ ŀƴŘ {ŜƭȊƴƛŎƪ ǇŀǊǘŜŘ ŎƻƳǇŀƴȅΦ hƴ ǘƘŜ ƘŜŜƭǎ ƻŦ {ŜƭȊƴƛŎƪΩǎ iconic and groundbreaking success with Gone 
With The Wind (1939), Rebecca proved a valiant successor, popular with audiences and receiving critical praise and 
accolades; including the Oscar for Best Picture of 1940; the first, last and only time an Academy Award would be bestowed on 
a Hitchcock film. It ƛǎ ƻƴŜ ƻŦ IƻƭƭȅǿƻƻŘΩǎ ōƭǳƴǘ ƛǊƻƴƛŜǎ ǘƘŀǘ IƛǘŎƘŎƻŎƪ ǿŀǎ ƴƻǘ ŜǾŜƴ ƴƻƳƛƴŀǘŜŘ ŀǎ .Ŝǎǘ 5ƛǊŜŎǘƻǊΦ !ǊƎǳŀōƭȅΣ ƛǘ 
did not matter. Hitchcock had proven that his reputation in England was well deserved, and that given a considerable budget, 
the right cast and the perfect script he could tell a pseudo-gothic romance better than any of his contemporaries.  

 
Awash in RebeccaΩǎ ƘŜŀŘȅ ǘǊƛǳƳǇƘ it seems inconceivable that Selznick would allow his star director the opportunity to make 
a movie for someone else. In point of fact, after acǉǳƛǊƛƴƎ IƛǘŎƘŎƻŎƪΩǎ ǎŜǊǾƛŎŜǎ {ŜƭȊƴƛŎƪ ǎǳŘŘŜƴƭȅ ŎŀƳŜ ǘƻ ǘƘŜ ǊŜŀƭƛȊŀǘƛƻƴ ǘƘŀǘ 
he had nothing for him to shoot. Instead, Selznick quietly loaned Hitchcock to independent producer Walter Wanger for the 
ŘƛǊŜŎǘƻǊΩǎ ǎŜŎƻƴŘ big hit, Foreign Correspondent (1940); a taut and timely spy thriller set at the cusp of WWII. Although shot 
before Rebecca, Foreign Correspondent was ultimately released after it. 
 
In hindsight, Selznick may have already been moving away from producing his own movies; setting up projects, acquiring 
scripts, getting talent in front of and behind the camera on board and signed, but then wholesale farming out the project to 
another studio as a ǇŀŎƪŀƎŜ ŘŜŀƭ ŦƻǊ ŀ ŎƻƴǎƛŘŜǊŀōƭŜ ŦŜŜ ŀƴŘ ǇŜǊŎŜƴǘŀƎŜ ƻŦ ǘƘŜ ŦƛƴƛǎƘŜŘ ŦƛƭƳΩǎ ƎǊƻǎǎΦ Selznick had, for some 
ǘƛƳŜΣ ǊŜŎƻƎƴƛȊŜŘ ǘƘŀǘ ōŜƛƴƎ ƻƴŜΩǎ ƻǿƴ ǇǊƻŘǳŎŜǊκŘƛǊŜŎǘƻǊ ŀƴŘ ǎƻƳŜǘƛƳŜǎ ǎŎǊŜŜƴǿǊƛǘŜǊ ǿŀǎ ƴƻǘ ƻƴƭȅ ŀƴ ŜȄƘŀǳǎǘƛǾŜ ŜƴŘŜŀǾƻǊΣ 
physically and mentally, but it also infrequently strained the coffers of his studio beyond what they were capable of 
sustaining. Gone With The Wind had gone severely over budget and Selznick had borrowed heavily on his life insurance and  



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 


