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ά¢ƘŜǊŜ ƛǎ ƴƻǘƘƛƴƎ ǘƻ ǿƛƴƴƛƴƎΣ ǊŜŀƭƭȅΦ ¢Ƙŀǘ ƛǎΣ ƛŦ ȅƻǳ ƘŀǇǇŜƴ ǘƻ ōŜ ōƭŜǎǎŜŘ ǿƛǘƘ ŀ ƪŜŜƴ ŜȅŜΣ ŀƴ 

ŀƎƛƭŜ ƳƛƴŘΣ ŀƴŘ ƴƻ ǎŎǊǳǇƭŜǎ ǿƘŀǘǎƻŜǾŜǊΦέ 
-Alfred Hitchcock 

 
!ƭŦǊŜŘ IƛǘŎƘŎƻŎƪΩǎ ŜŀǊƭȅ !ƳŜǊƛŎŀƴ ǇŜǊƛƻŘ ƘŀŘ ȅƛŜƭŘŜŘ ŀ very rich, though in retrospect, uneven spate of movie projects. 
Some, like Rebecca (1940), Spellbound (1945) and Notorious (1946) had been showcases for all that Hitchcock was capable 
of under the best of all possible conditions, while others like Rope (1947), The Paradine Case (1948), and, Under Capricorn 
(1949) arguably illustrated that even Hitchcock had his failings and/or limitations - particularly when all the stars were not in 
perfect alignment.  
 
There is no crime in criticizing Hitchcock for achieving less than perfection. Although his tenure is undeniably one ς if not, in 
fact, the ς prime example of the Hollywood director as auteur, and certainly few among his contemporaries were as 
consistent in their output, Hitchcock did have his flops to suffer. Yet, even these were not without at least some artistic 
merit and, in hindsight gave rise to an extraordinary period ς a veritable golden age ς producing a string of impeccably 
crafted megahits beginning in 1953 with a move from Warner Bros. to Paramount Pictures; inaugurated by the release of 
Rear Window (1954). In many ways, Rear Window ƛǎ IƛǘŎƘŎƻŎƪΩǎ ǘŜǎǘŀƳŜƴǘ ǇƛŎǘǳǊŜ ς an exemplar of his considerable, 
multifaceted skills and reoccurring themes (sexual frustration, fetishism with food, voyeurism et al) telescopically refined 
and given their full flourish within a singular project.     
 
Rear Window missed out on being the first of IƛǘŎƘŎƻŎƪΩǎ movies to be shot in VistaVision; an 8-perf camera negative 
delivering ς as Paramount had advertised ς ǘǊǳŜ Ψmotion picture high fidelity.Ω VistaVision would add another layer of depth 
ŀƴŘ ŎƭŀǊƛǘȅ ǘƻ ǘƘŜ ƳŀǎǘŜǊΩǎ ǿƻǊƪ. ²ƘƛƭŜ Ƴŀƴȅ ƻŦ IƛǘŎƘŎƻŎƪΩǎ ŎƻƴǘŜƳǇƻǊŀǊƛŜǎ ƳƛƭŘƭȅ ƭŀƳŜƴted having to rethink their 
compositions for the wider aspect ratio (Vincente Minnelli, as example, is famously credited with saying that Cinemascope 
ǿŀǎ ƻƴƭȅ ƎƻƻŘ ŦƻǊ ǎƘƻƻǘƛƴƎ άfuneral processions and snakesέύ and a good many foundered during the infancy of the 
widescreen revolution, producing very static motion pictures, IƛǘŎƘŎƻŎƪΩǎ ƪŜŜƴ ŜȅŜ ŦƻǊ ŘŜǘŀƛƭ and his meticulous pre-
planning seems to have remained unimpeded  in transitioning  over  to the  wider format.  In fact,  his  movies  only  seem to   



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Above): early advertising for VistaVision trumpeted its state of the art clarity while underplaying the fact that in its initial form the process could not compete with 
/ƛƴŜƳŀǎŎƻǇŜΩǎ ŦƻǳǊ ŘƛǎŎǊŜǘŜ ŎƘŀƴƴŜƭǎ ƻŦ ǎǘŜǊŜƻǇƘƻƴƛŎ ǎƻǳƴŘΦ ±ƛǎǘŀ±ƛǎƛƻƴ ŘƛŘ ƻŦŦŜǊ tŜǊǎǇŜŎǘŀ sound ς a faux stereo effect ς and even ventured into true 6 track stereo for a 
short featurette; The Story of A Patriot (1957). Ultimately, VistaVision in its purest form proved too expensive for most theaters to commit to and Paramount was forced to 
create reduction prints on standard 35mm film stock to accommodate projectors already in existenceΦ ¢ƘŜ ǊŜǎǳƭǘǎ ǿŜǊŜ ǎǘƛƭƭ ŎƻƴǎƛŘŜǊŀōƭȅ ōŜǘǘŜǊ ǘƘŀƴ /ƛƴŜƳŀǎŎƻǇŜΩǎ 
anamorphic lens, which tended to warp vertical objects near the edges of the frame, but regrettably the 35mm conversion prints ƛƴ ƴƻ ǿŀȅ ǊŜǇƭƛŎŀǘŜŘ tŀǊŀƳƻǳƴǘΩǎ ŎƭŀƛƳ ƻŦ 
ΨƳƻǘƛƻƴ ǇƛŎǘǳǊŜ ƘƛƎƘ ŦƛŘŜƭƛǘȅΩΦ  WƻƘƴ wΦ .ƛǎƘƻǇ όŀōƻǾŜ ǘƘŜ VistaVision logo) is seen posing with a ǊŜŘŜǎƛƎƴŜŘ aƛǘŎƘŜƭƭ ΨŜƭŜǇƘŀƴǘ ŜŀǊΩ ±ƛǎǘŀ±ƛǎƛƻƴ ŎŀƳŜǊŀΤ ƻƴŜ ƻŦ ǘƘŜ ǉǳƛŜǘŜǎǘ 
cameras ever built up until that time.  Hitchcock is seen in this publicity still, used to promote the VistaVision process. But this is not the VistaVision camera Hitchcock 
ultimately used to photograph his movies; rather a very early model, the large mass behind his ƘŜŀŘ ŎƻƴŎŜŀƭƛƴƎ tŀǊŀƳƻǳƴǘΩs ƘƻƳŜƳŀŘŜ Ψ[ŀȊȅ уΩ ŎŀƳŜǊŀ lying on its side with 
film that ran horizontally rather than vertically past its aperture, exposing nearly twice as much camera negative as conventional 35mm film.  
 
(Above middle): the VistaVision trademark that preceded almost all Paramount movies shot in the process. Paramount was rather territorial about licensing VistaVision to 
ǊƛǾŀƭ ǎǘǳŘƛƻǎΣ ŀƭǘƘƻǳƎƘ ƛǘ ŘƛŘ ŀƭƭƻǿ aDa ǘƻ ǎƘƻƻǘ ǘǿƻ ƳƻǾƛŜǎ ƛƴ ǘƘŜ ŦƻǊƳŀǘΤ IƛǘŎƘŎƻŎƪΩǎ North by Northwest (1959) and Sol {ƛŜƎŜƭΩǎ High Society όмфрсύΦ ¢ƘŜ ƳƛŘŘƭŜ Ψ±Ω would 
appear on the screen first, the other letters expanding to both the right and the left of center, followed by the words ΨƳƻǘƛƻƴ ǇƛŎǘǳǊŜΩ, then, ΨƘƛƎƘ-ŦƛŘŜƭƛǘȅΩ stamped out 
beneath the logo. (Bottom middle): IƛǘŎƘŎƻŎƪ ǇǊŜǇŀǊŜǎ ǘƻ ǎƘƻƻǘ 5ƻǊƛǎ 5ŀȅΩǎ ŎƭƻǎŜ ǳǇ ƛƴ ±ƛǎǘŀ±ƛǎƛƻƴ ŦƻǊ The Man Who Knew Too Much (1956). Despite the fact that the 
camera was very quiet, dialogue scenes necessitated placing it in a ΨblimpΩ to muffle its sound.  (Right): Grace Kelly on the set of To Catch A Thief (1955) shares a moment with 
Bing Crosby. No stranger to VistaVision, Crosby had actually helped debut the process for tŀǊŀƳƻǳƴǘΩǎ White Christmas (1954) and would appear in two more VistaVision 
musicals; Anything Goes (1956) and the aforementioned High Society.  James Mason and Eva Marie Saint pose ǿƛǘƘ ƻƴŜ ƻŦ tŀǊŀƳƻǳƴǘΩǎ ¢ŜŎƘƴƛŎƻƭƻǊ ±ƛǎǘŀ±ƛǎƛƻƴ ŎŀƳŜǊŀǎ in 
between takes on aDaΩǎ North By Northwest (1959). The other great advantage VistaVision had over Cinemascope was that it photographed using superior Technicolor dye 
transfers, yielding an extraordinary richness of color that /ƛƴŜƳŀǎŎƻǇŜΩǎ ƳǳŘŘƛŜǊ mono-pack color by DeLuxe process quite simply could not compete.  
 
The stature that Hitchcock brought to VistaVision and vice versa cannot be overǎǘŀǘŜŘΦ !ǊƎǳŀōƭȅΣ IƛǘŎƘŎƻŎƪΩǎ ƎǊŜŀǘŜǎǘ ƳƻǾƛŜǎ ǿŜǊŜ ŀƭƭ ǇƘƻǘographed using this process. Long 
after Paramount retired VistaVision, Hitchcock elected to shoot his subsequent movies in ƛǘǎΩ мΥурΦм ŀǎǇŜŎǘ ǊŀǘƛƻΤ ŀƭōŜƛǘ ǿƛǘƘ ŜǉǳƛǇƳŜƴǘ ƳŀƴǳŦŀŎǘǳǊŜŘ ōȅ tanavision for 
Frenzy (1972) and Family Plot (1976). Interestingly, when VistaVision was being developed Paramount announced that its aspect ratio would be 1:66.1, not 1:85.1.   



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Previous and this page): Rear Window όмфрпύ ƳŀǊƪŜŘ ŀ ǘǳǊƴƛƴƎ Ǉƻƛƴǘ ƛƴ IƛǘŎƘŎƻŎƪΩǎ !ƳŜǊƛŎŀƴ ŎŀǊŜŜǊΤ ǘƘŜ ōŜƎƛƴƴƛƴƎ ƻŦ ŀƴ ǳƴǇǊŜŎŜŘŜƴǘŜŘ ǎǘǊŜŀƪ ƻŦ ƳŜƎŀ Ƙƛǘǎ ƻǾŜǊ ŀǘ 
Paramount. Rear Window ƳƛǎǎŜŘ tŀǊŀƳƻǳƴǘΩǎ ƛƴŀǳƎǳǊŀǘƛƻn of VistaVision by mere months and was shot flat and then matted and cropped into a 1:66.1 aspect ratio 
during projection. Character actress Thelma Ritter played L.B. Jeffries (James Stewart) sharp-shooting physical therapist, Stella. άLΩƳ ƴƻǘ ŀƴ ŜŘǳŎŀǘŜŘ ǿƻƳŀƴΣ aǊΦ WŜŦŦǊƛŜǎΣέ 
she tells him early on, ά.ǳǘ ǿƘŜƴ ǘǿƻ ǇŜƻǇƭŜ ǎŜŜ ƻƴŜ ŀƴƻǘƘŜǊΣ ƭƛƪŜ ƻƴŜ ŀƴƻǘƘŜǊΧǘƘŜȅ ƻǳƎƘǘΩŀ ŎƻƳŜ ǘƻƎŜǘƘŜǊ ς wham! - ƭƛƪŜ ŀ ŎƻǳǇƭŜ ŀΩ ǘŀȄƛǎ ƻƴ .ǊƻŀŘǿŀȅΦέ When Jeffries 
still resists her encouragement to pursue Lisa Fremont (Grace Kelly), instead asking Stella to make him a sandwich, she adds, ά¸Ŝǎ L ǿƛƭƭΦ !ƴŘ LΩƭƭ ǎǇǊŜŀŘ ŀ ƭƛǘǘƭŜ ŎƻƳƳƻƴ 
ǎŜƴǎŜ ƻƴ ǘƘŜ ōǊŜŀŘΦέ WƻƘƴ aƛŎƘŀŜƭ IŀȅŜǎΩ ǎŎǊŜŜnplay gives virtually all of wŜŀǊ ²ƛƴŘƻǿΩǎ comedic moments to Ritter, an actress who specialized in playing street-savvy and 
sassy/occasionally harried middle-aged matrons; hardly attractive, but loveable just the same and quite often with their hearts in the right place.   
 
Rear Window ŀƭǎƻ ŦŜŀǘǳǊŜŘ ²ŜƴŘŜƭƭ /ƻǊŜȅ ŀǎ ǇƻƭƛŎŜ 5ŜǘΦ [ǘΦ ¢ƘƻƳŀǎ WΦ 5ƻȅƭŜ ŀƴŘ WŜŦŦǊƛŜǎΩ ƎƻƻŘ ŦǊƛŜƴŘΦ ά¢Ƙŀǘϥǎ ŀ ǎŜŎǊŜǘ ǇǊƛǾŀǘŜ ǿƻǊƭŘ ȅƻǳΩǊŜ ƭƻƻƪƛƴƎ ƛƴǘƻ ƻǳǘ ǘƘŜǊŜΣέ he 
forewarns after being confronted by Ƙƛǎ ŦǊƛŜƴŘΩǎ ǎǳǎǇƛŎƛƻƴǎΣ άtŜƻǇƭŜ Řƻ ŀ ƭƻǘ ƻŦ ǘƘƛƴƎǎ ƛƴ ǇǊƛǾŀǘŜ ǘƘŜȅ ŎƻǳƭŘƴϥǘ Ǉƻǎǎƛōƭȅ ŜȄǇƭŀƛƴ ƛƴ ǇǳōƭƛŎΦέ Doyle will, of course, come to 
change his mind, particularly after Lars Thorwald (Raymond Burr) pushes Jeffries from his second story window into the courtyard below.  ¢ƘŜ ōŜǎǘ ƻŦ IƛǘŎƘŎƻŎƪΩǎ !ƳŜǊƛŎŀƴ 
thrillers begin on a light romantic strain, in this case with housebound Jeffries being relentless pursued by fashion model, Lisa Fremont. Theirs, however, is a relationship 
arguably on the fast track to nowhere at the start of the movie; she unable to comprehend his natural aversion to marriage; he believing that the perfect mate for him is a 
woman farther removed from the glacial perfection of his current prospect; someone a little more plain, a bit more unencumbered by a slavish desire to fit into the world 
ƻŦ ƘƛƎƘ ǎƻŎƛŜǘȅΦ [ƛǎŀ ƛǎ ŜǾŜǊȅ ƳŀƴΩǎ ŘǊŜŀƳΣ ŎǳǊƛƻǳǎƭȅ ǳƴōŀƭŀƴŎƛƴƎ WŜŦŦǊƛŜǎΩ ŘƛǎǉǳƛŜǘƛƴƎ ǊŜƧŜŎǘƛƻƴ ƻŦ her. At one point, Jeffries seems to be rid of Lisa. But as she storms off he 
inquiries, ά.ǳǘ ǿƘŜƴ ǿƛƭƭ L ǎŜŜ ȅƻǳ ŀƎŀƛƴΚέ to which she sulks, άhƘ ƴƻǘ ŦƻǊ ŀ ƭƻƴƎ ǘƛƳŜΧŀǘ ƭŜŀǎǘ ƴƻǘ ǳƴǘƛƭ ǘƻƳƻǊǊƻǿ ƴƛƎƘǘΗέ  
 
Lisa changes her mind, however, and Jeffries ς more gradually ς Ƙƛǎ ƻǇƛƴƛƻƴ ƻŦ ǿƘŀǘ ƳŀƪŜǎ ƘŜǊ ǘƛŎƪΣ ǇŀǊǘƛŎǳƭŀǊƭȅ ŀŦǘŜǊ ǎƘŜ ōŜŎƻƳŜǎ Ƙƛǎ ΨƎŀƭ CǊƛŘŀȅΩ ŘǳǊƛƴƎ Ƙƛǎ ƛƴǾŜǎǘƛƎŀǘƛƻƴ ƻŦ 
¢ƘƻǊǿŀƭŘΤ ǎƭƛǇǇƛƴƎ ǘƘǊŜŀǘŜƴƛƴƎ ƭŜǘǘŜǊǎ ǳƴŘŜǊ [ŀǊǎΩ ŦǊƻƴǘ ŘƻƻǊΣ ŘƛƎƎƛƴƎ ǳǇ ŀ ŦƭƻǿŜǊ ōŜŘ ƛƴ ǘƘŜ ŎƻǳǊǘȅŀǊŘ ŀƴŘ ǎƘƛƳƳȅƛƴƎ ǳǇ ǘƘŜ fire escape to crawl into an open window 
ƛƴǎƛŘŜ ǘƘŜ ¢ƘƻǊǿŀƭŘΩs apartment; almost being murdered by Lars for her efforts. The sheer chutzpah ƻŦ [ƛǎŀΩǎ ŘŀǊŜŘŜǾƛƭ ŀǇǇǊƻŀŎƘ ǘƻ ǘƘŜ ƛƴǾŜǎǘƛƎŀǘƛƻƴ ǎƘŜ Ƙŀǎ ŎƻƳŜ ǘƻ 
ǊŜƎŀǊŘ ŀǎ ΨǘƘŜƛǊǎΩ ǊŀǘƘŜǊ ǘƘŀƴ ΨƘƛǎ ŀƭƻƴŜΩ ǎǳŘŘŜƴƭȅ ŜȄŎƛtes Jeffries in ways he has thus far not been able to get quite so stimulated over.  
 
In the penultimate moment of Rear Window ŀƴ ƛƴǾŜǎǘƛƎŀǘƛƴƎ ƻŦŦƛŎŜǊ ŀƭŜǊǘǎ 5ƻȅƭŜ ǘƻ ŀ ƎǊǳŜǎƻƳŜ ŘƛǎŎƻǾŜǊȅ ƛƴǎƛŘŜ ŀ Ƙŀǘ ōƻȄ ƛƴ ¢ƘƻǊǿŀƭŘΩǎ ōŜŘǊƻƻƳ ŎƭƻǎŜǘΦ !ǎƪŜŘ ōȅ 5ƻȅƭŜ ƛf 
shŜ ǿƻǳƭŘ ƭƛƪŜ ǘƻ ƘŀǾŜ ŀ ǇŜŀƪ ŀǘ ǿƘŀǘΩǎ ƛƴǎƛŘŜΣ {ǘŜƭƭŀ ŎǳǊǘƭȅ ǊŜǇƭƛŜǎΣ άL ŘƻƴΩt want any part of herΣέ before suddenly realize just how tellingly morose her comment is. 
Jeffries, now ailing with two broken legs lies asleep in his apartment, Lisa quietly nursing him back to health, but not about to surrender her fascination with the world of 
high fashion.  Rear Window is as much about the fundamentally flawed relationship between a commitment-shy male being pursued by the ever-worldly and enterprising 
female as it is a tale of murder. Kelly and Stewart only did this one movie together, a genuine pity because their on-screen chemistry crackles with excitement.  



 
 
 
 
 
 
 
 
 
 
 
 
 
(Above): Hitchcock at work. The master of suspense with two of his favorite leading men: James Stewart (pictured left) and Cary Grant (right), and undeniably his preferred 
ΨŎƻƻƭ ōƭƻƴŘŜΩ ς Grace Kelly. Kelly and Grant each appeared in three movies for Hitchcock, Stewart in four. They are seen here on the sets of Rear Window (left) and To 
Catch A Thief όмфррύΣ ǘƘŜ ƭŀǘǘŜǊ IƛǘŎƘŎƻŎƪΩǎ ŦƻǊŀȅ ƛƴǘƻ ±ƛǎǘŀ±ƛǎƛƻƴΦ tŀǊŀƳƻǳƴǘ ǿŀǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ƪŜŜƴ ƻƴ ƘŀǾƛƴƎ To Catch A Thief shot in their patented widescreen process to 
take advantage of the lush Monte Carlo and Riviera landscapes.  

 
 
have benefited, perhaps because VistaVision exponentially grew the standard academy ratio of 1:33.1 on all sides, as 
opposed to Cinemascope, that merely stretched the image to both the left and right of center in a rather feeble early 
attempt to replicate the curved aperture of Cinerama with varying degrees of success. /ƛƴŜƳŀǎŎƻǇŜΩǎ ǳƴŘŜƴƛŀōƭȅ ŀŘǾŀƴǘŀƎŜ 
ǿŀǎ ƛǘǎ ŦƻǳǊ ǘǊŀŎƪ ƳŀƎƴŜǘƛŎ ǎǘŜǊŜƻ ǎƻǳƴŘǘǊŀŎƪΦ ¢ƘŜ ǳƴǳǎǳŀƭƭȅ ƭŀǊƎŜ ǿƛŘǘƘ ƻŦ ±ƛǎǘŀ±ƛǎƛƻƴΩǎ ŎŀƳŜǊŀ ƴŜƎŀǘƛǾŜ ŎƻǳǇƭŜŘ ǿƛǘƘ ƛǘǎ 
horizontal exposure running through the camera (as opposed to the conventional vertical) only allowed for mono sound. 
 
Rear Window marked a reunion of sorts; bringing Hitchcock together with his favorite ΨŎƻƻƭ blondeΩ DǊŀŎŜ YŜƭƭȅ ŀƴŘ ΨŜǾŜǊȅ 
ƳŀƴΩ WŀƳŜǎ {ǘŜǿŀǊǘ ǿƘƻƳ IƛǘŎƘΩ ƘŀŘ ŀƭǊŜŀŘȅ ŎƻƭƭŀōƻǊŀǘŜŘ ǿƛǘƘ ƻƴ Rope (1948).  While Rope had not been an ideal 
experience for either director or star, Rear Window would illustrate the symbiotic harmony that had grown between both 
ƳŜƴ ƛƴ ǘƘŜ ƛƴǘŜǊƛƳΦ ¢Ƙƛǎ ǿƻǳƭŘ ǳƭǘƛƳŀǘŜƭȅ ŎƻƴǘƛƴǳŜ ƻƴ ǘǿƻ ƳƻǊŜ ŎƻƭƭŀōƻǊŀǘƛǾŜ ŜŦŦƻǊǘǎ όмфрсΩǎ The Man Who Knew Too 
MuchΣ ŀƴŘ мфруΩǎ Vertigo) later in the decade. By 1954 Hitchcock had become somewhat entrenched in his preferences for 
actors and crew, choosing to work with the same people over and over again and thus building up a level of consistency 
ŀŎǊƻǎǎ Ƙƛǎ ǊŜǇŜǊǘƻƛǊŜ ƻǾŜǊ ǘƛƳŜΦ Lƴ ǘƘŜ мфрлǎ ƛǘ ǿŀǎ ǎǘƛƭƭ ǇƻǎǎƛōƭŜ ǘƻ ƘŀǾŜ ŀ ǎǘƻŎƪ ŎƻƳǇŀƴȅ ŀǘ ƻƴŜΩǎ ŘƛǎǇƻǎŀƭΣ ǘƘŜ ƭŀǎǘ ƎŀǎǇ of 
the studio system still well ensconced, though dwindling as studio contracts were increasingly discarded as they came up for 
reƴŜǿŀƭΦ  ¸Ŝǘ ŜǾŜƴ ǳƴŘŜǊ ǘƘŜ ŀǳǎǇƛŎŜǎ ƻŦ ǘƘŜ ǎǘǳŘƛƻ ǎȅǎǘŜƳ IƛǘŎƘŎƻŎƪΩǎ ǇǊŜŦŜǊŜƴŎŜ ŦƻǊ ǎǘŀōƛƭƛǘȅ ς nee, his loyalty to those 
whom he felt were equally as loyal to him - was rather extreme. As example, when Hitchcock moved from Selznick to 
Warner Bros. he took Ƙƛǎ ǇǊƛǾŀǘŜ ǎŜŎǊŜǘŀǊȅ ǿƛǘƘ ƘƛƳΦ {ƘŜ ǿƻǳƭŘ ŎƻƴǘƛƴǳŜ ƛƴ IƛǘŎƘŎƻŎƪΩǎ ŜƳǇƭƻȅ ǳƴǘƛƭ ǘƘŜ ǾŜǊȅ ŜƴŘ ƻŦ Ƙƛǎ 
career. 
 
Rear Window ƛǎ ǾŜǊȅ ƭƻƻǎŜƭȅ ōŀǎŜŘ ƻƴ ΨLǘ IŀŘ ǘƻ .Ŝ aǳǊŘŜǊΩ - a novella by Cornell Woolrich written under the non de plume 
of William Irish. In casting his screenwriter, Hitchcock chose to work with John Michael Hayes, instructing Hayes to consider 
the infamous real-life case of murder involving Dr. Hawley Harvey Crippen; a physician who had conspired with his secretary 
to kill his wife, then attempted a daring Atlantic crossing escape by disguising his mistress as a sailor to avoid prosecution for 
the crime in England. The good doctor was apprehended, however, when the captain of the vessel he was sailing on noted 
that Crippen was incredibly chummy with the sailor.   
 
In Rear Window James Stewart is L.B Jeffries, a somewhat sexually repressed photo journalist who is laid up with a leg he 
has broken while on one of his assignments. To pass the time and divert his own mind from his personal failings ς chiefly, his 
aversion to settling down with near perfect fashion model/girlfriend, Lisa Fremont (Grace Kelly), Jeffries spies on his 
neighbors: the voluptuous ΨōŀƭƭŜǘΩ ŘŀƴŎŜǊΣ Miss Torso (Georgine Darcy), an incurable middle-aged romantic whom Jeffries  



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Above): creating a slick and stylish masterpiece. To Catch A Thief όмфррύ ƛǎ ǳǎǳŀƭƭȅ ǊŜƎŀǊŘŜŘ ŀǎ ŀ ΨƭƛƎƘǘΩ IƛǘŎƘŎƻŎƪ ǘƘǊƛƭƭŜǊΣ ǇŜǊƘŀǇǎ ōŜŎŀǳǎŜ ƛǘǎ ǎŎǊŜŜƴǇƭŀȅ ōȅ WƻƘƴ aƛŎƘŀŜƭ 
Hayes (seen with Hitchcock, top middle) diverts from the axioƳ ƻŦ ΨǎŜǘ ŀ ǘƘƛŜŦ ǘƻ ŎŀǘŎƘ ŀ ǘƘƛŜŦΩ to focus on the seduction of a reformed jewel thief, John Robie (Cary Grant) 
by American socialite, Francie Stevens (Grace Kelly). ¢ƘŜ ŦƛƭƳΩǎ ǎǳōƭƛƳŜ ŀƳŀƭƎŀƳ ƻŦ ƎƻǊƎŜƻǳǎ ǎǘŀǊǎ ŜƴǾŜƭƻǇŜŘ ōȅ ŜǾŜƴ ƳƻǊŜ ǎǳƳǇǘǳƻǳǎ ǎǳǊǊƻǳƴŘƛƴƎs never diffuses the 
ǘŀǳǘ ŀǎǇŜŎǘǎ ƻŦ IƛǘŎƘŎƻŎƪΩǎ Ǿƛǎǳŀƭ ǎŜƴǎŜ ƻŦ ǎǘƻǊȅǘŜƭƭƛƴƎΦ ²Ŝ ŀǊŜ ŀǎ ŜƴƎǊƻǎǎŜŘ ōȅ ǘƘŜ ƳƻǾƛŜΩǎ ǎǳōǇƭƻǘ ς ǿƛƭƭ YŜƭƭȅΩǎ ƘŀǳƎƘǘȅ ȅƻǳƴƎ Ƴƛǎǎ ƭŀƴŘ ƘŜǊǎŜƭŦ ŀ ǎǳŀǾŜ ǎǘǳŘΚ ς as we 
remain captivated by the greater mystery at hand: exactly who is responsible for a rash outbreak of clever heists along the glittering French Riviera? (Top left): 
cinematographer Robert Burks prepares a studio-bound process shot with Hitchcock at his side. Hitchcock rarely looked through the viewfinder of a camera; having 
meticulously storyboarded his sequences and engaged in elaborate discussions about the scene to be photographed beforehand. HƛǘŎƘŎƻŎƪΩǎ ǎƘƻƻǘ ƻƴ To Catch A Thief 
was divided between France and Paramount soundstages. To his credit, and that of production designers Sam Comer and Arthur Krams, we never know which we are 
looking at on the screen. (Bottom right): Hitchcock looks particularly pleased as principle cast assemble for drinks to mark the beginning of production. Next to Hitchcock 
are John Williams, /ƘŀǊƭŜǎ ±ŀƴŜƭΣ DǊŀŎŜ YŜƭƭȅΣ /ŀǊȅ DǊŀƴǘ ŀƴŘ .ǊƛƎƛǘǘŜ !ǳōŜǊΦ ±ŀƴŜƭΩǎ ŘƛŀƭƻƎǳŜ ƘŀŘ ǘƻ ōŜ ŘǳōōŜŘ ōȅ ŀƴƻǘƘŜǊ ŀŎǘƻǊ ƛƴ ǇƻǎǘǇǊƻŘǳŎǘƛon because his English was 
inaudible. If To Catch A Thief contains any flaw, then it is this dubbing effort ς horrendous in spots with lips not matching to the words issuing from them. 
 

 
has nicknamed, Miss Lonely Heart (Judith Evelyn), a frustrated composer (Ross Bagdasarian), and, frisky newlyweds (Rand 
Harper, Havis Davenport). However, Jeffries attentions soon shift to the spurious comings and goings of one Lars Thorwald 
όwŀȅƳƻƴŘ .ǳǊǊύ ŀŦǘŜǊ ¢ƘƻǊǿŀƭŘΩǎ ǿƛŦŜΣ !ƴƴŀ όLǊŜƴŜ ²ƛƴǎǘƻƴύ ǎǳŘŘŜƴƭȅ ǾŀƴƛǎƘŜǎ ŦǊƻƳ ǘƘŜƛǊ ŀǇŀǊǘƳŜƴǘ in the middle of the 
night without a trace. At first both Lisa ŀƴŘ WŜŦŦǊƛŜǎΩ physical therapist; straight shooter Stella (Thelma Ritter) believe that 
cabin fever has set in. But then there are the unexplainable bits of business observed through Jeffries rear window 
ŀǇŀǊǘƳŜƴǘΤ ǘƘŜ ƳƛŘƴƛƎƘǘ ǊŜƴŘŜȊǾƻǳǎ ŀƴŘ ¢ƘƻǊǿŀƭŘΩǎ ǎǳŘŘŜƴ ŘŜǎƛǊŜ ǘƻ ǇŀŎƪ ǳǇ !ƴƴŀΩǎ ōŜƭƻƴƎƛƴƎǎ and move them out of the 
apartment, and finally, the murder of a harmless little dog belonging to one of the other neighbors living in the same 
ŎƻƳǇƭŜȄΦ ¢ƘŜǎŜ ŀǊƻǳǎŜ WŜŦŦǊƛŜǎΩ ƛnterest in ways that Lisa cannot: that is, until she too becomes involved in his amateur 
sleuthing and nearly gets herself killed ς and later, incarcerated ς for her efforts.   
 
The level of economy Hitchcock achieves by confining his action to a single set is not only comparable to similar experiments 
in Lifeboat (1944), Rope (1948) and Dial M for Murder (1954) but, in wŜŀǊ ²ƛƴŘƻǿΩǎ case achieves a level of visual 
sophistication bordering on genius. Every pivotal moment takes place from roughly the same limited vantage of L.B. WŜŦŦǊƛŜǎΩ 
rear window. Yet the action never seems redundant or straining for some new revelation. Part of the reason for this 
perceivable freshness is HitchŎƻŎƪΩǎ ŎƭŜǾŜǊ ƳŀƴŜǳǾŜǊƛƴƎ ƻŦ Ƙƛǎ ŎŀƳŜǊŀ ǿƛǘƘƛƴ ŀƴ ŜȄŎŜǇǘƛƻƴŀƭƭȅ ŎƻƴŦƛƴŜŘ ǎǇŀce. Far from 
stifling his camera setups, this limited vantage helps to telescope the audiencŜΩǎ ǇŜǊǎǇŜŎǘƛǾŜΣ ǊǳƴƴƛƴƎ ŀ ǇŀǊŀƭƭŜƭ ǘƻ ǘƘŜ ŦƛƭƳΩǎ 
central protagonist. Only once does Hitchcock afford the audience an advantage in a sequence occurring late at night.  
Jeffries has nodded off to sleep, thus missing the exit of Thorwald and his unidentified mistress, both leaving his apartment 
together.  
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

  



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Previous and above): scenes from a heist. To Catch A Thief (1955) begins with a sly premise ς what do you get the man who can steal anything? Francie Stevens (Grace 
Kelly) has set her cap for John Robie (Cary Grant); a retired cat burglar suspected in a new string of thefts along the French Riviera.  Robie is an elusive bachelor, one 
already being pursued by Danielle Fussard (Brigitte Auber) the daughter of a wine steward who happens to be an old thief himself, currently working in a fashionable 
restaurant and hotel run by Bertani (Charles Vanel). Danielle tempts Robie with an impromptu escape to South America. άtŜƻǇƭŜ ǎŀȅ ƛǘΩǎ ŀ ǾƛǊƎƛƴ ŎƻǳƴǘǊȅΣέ she tells him. 
wƻōƛŜ ƛǎ ǳƴŎƻƴǾƛƴŎŜŘΦ .ǳǘ ƛǎ ƘŜ ƻƴƭȅ ƛƴǘŜǊŜǎǘŜŘ ƛƴ CǊŀƴŎƛŜ ǘƻ ƎŜǘ ŎƭƻǎŜǊ ǘƻ ƘŜǊ ƳƻǘƘŜǊΣ WŜǎǎƛŜΩǎ όWŜǎǎƛŜ wƻȅŎŜ-[ŀƴŘƛǎύ ƧŜǿŜƭǎΚ DŜƴŜǊŀƭƭȅΣ IƛǘŎƘŎƻŎƪΩǎ ƛƳǇǊŜǎǎƛƻƴǎ ƻŦ ƳƛŘŘƭŜ-
aged women are not flattering. But Royce-[ŀƴŘƛǎ ƛǎ ƻƴŜ ƻŦ IƛǘŎƘŎƻŎƪΩǎ ōŜƭƻǾŜŘ ŘŀŦǘ ƳŀǘǊƻƴǎΣ ǎƭƛƎƘǘƭȅ ǇǊƻƴŜ ǘƻ ŜȄŎŜǎǎ ŀƴŘ ƻōǾƛƻǳǎ ƛƴ ƘŜǊ ŘŜǎƛǊŜǎΦ Four years later Royce-
Landis would play mother again ς this time ǘƻ /ŀǊȅ DǊŀƴǘΩǎ ƘŀǊǊƛŜŘ ŀŘ ƳŀƴΣ wƻƎŜǊ hΦ ¢ƘƻǊƴƘƛƭƭ ƛƴ North By Northwest (1959).  
 
Insurance investigator, H.H. Hughston (John Williams) has agreed to help Robie set a trap for the real cat burglar. Hitchcock shot the night sequences using a green filter 
instead of the conventional blue; an artistic decision he later regretted, though one that gives the cover of nightfall and eerie sense of unease.  The finale to To Catch A 
Thief is an eye-popping showstopper; a lavish costume ball given at the Sanford estate where Robie hopes to entice and apprehend the real cat burglar who is sure to 
come out for the heist of the century. Robie nabs Danielle ς thus, clearing his name before rushing off as quickly as he can back to his hillside retreat. Francie hurries to his 
ǎƛŘŜΣ ƎŀƛƴƛƴƎ ŀ ŎƻƴŦŜǎǎƛƻƴ ƻŦ wƻōƛŜΩǎ ǘǊǳŜ ŦŜŜƭƛƴƎǎ ǘƻǿŀǊŘ ƘŜǊ ōŜŦƻǊŜ ŘŜŎƭŀǊƛƴƎ ά{ƻ ǘƘƛǎ ƛǎ ǿƘŜǊŜ ȅƻǳ ƭƛǾŜΧƻƘΣ ƳƻǘƘŜǊ ǿƛƭƭ ƭƻǾŜ ƛǘ ǳǇ ƘŜǊŜΗέ    

 
 
Jeffries apartment, courtyard and facing apartment facades were all built as one gigantic three-sided indoor set inside 
tŀǊŀƳƻǳƴǘΩǎ {ǘŀƎŜ ммΤ removing the false floor at ground level to create a greater height that allowed for total control of 
lighting and sound. In fact, the set was lit for four distinct hours of the day; early morning, early afternoon, sunset/twilight 
time, and finally midnight. Simply by flicking a single switch Hitchcock could effortlessly segue from one hour to the next. 
Hitchcock was also circumspect in his instructions to composer Franz Waxman for his underscoring of the film. Rather than 
an actual score, Waxman was instructed to find and recycle musical cues already in existence in tŀǊŀƳƻǳƴǘΩǎ ǎƻǳƴŘ ƭƛōǊŀǊȅΦ  
 
As such Rear Window contains only two original pieces of music ς ²ŀȄƳŀƴΩǎ ƧŀȊȊȅ ǊƛŦŦ ŦƻǊ ǘƘŜ Ƴŀƛƴ ǘƛǘƭŜ ŀƴŘ ǘƘŜ ǎƻƴƎ Ψ[ƛǎŀΩ ς 
presumed to have been written by a struggling ŎƻƳǇƻǎŜǊ ƭƛǾƛƴƎ ƛƴ ǘƘŜ ŀǊǘƛǎǘΩǎ ƭƻŦǘ adjacenǘ WŜŦŦǊƛŜǎΩ ŀǇŀǊǘƳŜƴǘΦ ¢ƘŜ ǎƻƴƎΣ ƛƴ 
various incarnations, is frequently interpolated throughout the story to heighten the sexual friction between Jeffries and 
Lisa.  CƻǊ ǘƘŜ ǊŜǎǘΣ ²ŀȄƳŀƴ ŎƘƻǎŜ ŦǊƻƳ tŀǊŀƳƻǳƴǘΩǎ Ǿŀǎǘ ŀǎǎƻǊǘment of orchestral goodies, including an old Bing Crosby pop 
song once sung to Dorothy Lamour ς To See You Is To Love You ς heard in Rear Window as played on the radio inside Miss 
Lonely-IŜŀǊǘΩǎ ŀǇŀǊǘƳŜƴǘΦ Hitchcock captured the ambiance of this cavernous soundstage, its reverb and echo lending 
verisimilitude to the artifice of this recreated Greenwich Village neighborhood set.  
 
IƛǘŎƘŎƻŎƪΩǎ ƴŜȄǘ ŦƛƭƳ ŦƻǊ tŀǊŀƳƻǳƴǘΣ To Catch a Thief (1955) proved a bittersweet occasion. It was to be his last film with his 
favoǊƛǘŜ ΨŎƻƻƭΩ ōƭƻƴŘŜΩ, Grace Kelly who had already become engaged to Prince Rainier of Monaco. Kelly and Rainier were 
frequent house ƎǳŜǎǘǎ ƻŦ ǘƘŜ IƛǘŎƘŎƻŎƪΩǎΤ ŀ ŦǊƛŜƴŘǎƘƛǇ ǘƘŀǘ ǿƻǳƭŘ ŎƻƴǘƛƴǳŜ ŦƻǊ ȅŜŀǊǎ ŀŦǘŜǊ DǊŀŎŜ ōŜŎame Her Royal Highness. 
YŜƭƭȅΩǎ ǊŜǘƛǊŜƳŜƴǘ ŦǊƻƳ ǘƘŜ ǎŎǊŜŜƴ ŀǘ ǘƘŜ ƘŜƛƎƘǘ of her natural beauty and peek of her acting prowess was indeed a loss to 
movie goers and more ǇŀǊǘƛŎǳƭŀǊƭȅ ǘƻ IƛǘŎƘŎƻŎƪ ǿƘƻ ǎǘǊǳƎƎƭŜŘ ǿƛǘƘ ƛƴŦǊŜǉǳŜƴǘ ǎǳŎŎŜǎǎ ǘƻ ŦƛƴŘ Ψŀ DǊŀŎŜ YŜƭƭȅ ǘȅǇŜΩ ǘƻ  



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Above): The Trouble With Harry (1955) as far as Hitchcock was concerned was that its characters never came across as anything better than a collection of congenial 
misfits. Much of the story plays very much like screwball comedy and, in retrospect, harks ς at least in sentiment - all the wŀȅ ōŀŎƪ ǘƻ IƛǘŎƘŎƻŎƪΩǎ Mr. and Mrs. Smith 
όмфпмύΥ IƛǘŎƘŎƻŎƪΩǎ ƻƴƭȅ ŀōǎƻƭǳǘŜ ŦƻǊŀȅ ƛƴǘƻ ǊƻƳŀƴǘƛŎκŎƻƳŜŘȅΦ Lƴ ǊŜǘǊƻǎǇŜŎǘΣ The Trouble With Harry is attempting to straddle too great a chasm between being a light-
ƘŜŀǊǘŜŘ ǊƻƳŀƴǘƛŎ ǊƻƳǇ ŀƴŘ ŀ ƳƛƴƻǊ ΨǿƘƻ ŘƻƴŜ ƛǘΚΩ In the end, it satisfies neither appetite, becoming a baroque rather than brooding cinema masterpiece. (Large insert): 
Jerry Mathers, as precocious Arnie Rogers discovers Harry on a hillside in Vermont.  Mildred Natwick and Edmund Gwenn share a moment in the forest. Given that the two 
ŀǊŜ ǎǘŀƴŘƛƴƎ ƻǾŜǊ IŀǊǊȅΩǎ ǊŜƳŀƛƴǎΣ ƘŜǊ LǾȅ DǊŀǾŜƭȅ ƛǎ ƳƻǊŜ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ƛƴǾƛǘƛƴƎ Ƙƛǎ /ŀǇǘΦ ²ƛƭŜǎ ƻǾŜǊ ŦƻǊ ŀ ǊƻƳŀƴǘƛŎ ƭǳƴŎƘŜon. Artist Sam (John Forsythe) challenges shop 
keep, Mrs. Wiggs (Mildred Dunnock) to give him a line ƻŦ ŎǊŜŘƛǘΦ {ŀƳΩǎ ŀōǎǘǊŀŎǘ ŦƛƴƎŜǊ ǇŀƛƴǘƛƴƎǎ ŀƴŘ ǎƪŜǘŎƘŜǎ ŀǊŜ ǿƻŜŦǳƭƭȅ ƧǳǾŜƴƛƭŜΣ ōǳǘ Řƻ ŜǾŜƴǘǳŀƭƭȅ ŀǘǘǊŀŎǘ ǘƘŜ ƛƴǘŜǊŜǎǘǎ ƻŦ 
a wealthy patron ς IƛǘŎƘŎƻŎƪΩǎ ƻǿƴ ŀǾŜǊǎƛƻƴ ǘƻ ΨƳƻŘŜǊƴ ŀǊǘΩ ŀƴŘ ǘƘŜ ǇŜƻǇƭŜ ǿƘƻ ŜƳōǊŀŎŜ ƛǘ ƎƛǾƛƴƎ ǘƘŜ ŀǳŘƛŜƴŎŜ ŀ ƳƛƴƻǊ Ƨŀō ƻŦ ǿƛŎƪŜŘ Ǉleasure. (Bottom, second from 
left): Sheriff Wiggs (Royal Dano) is perplexed by the mystery as he telephones State authorities. (Bottom right): the coconspirators huddle in the forest, awaiting the 
ŀǳǘƘƻǊƛǘȅΩǎ ƛƴŜǾƛǘŀōƭŜ ΨŘƛǎŎƻǾŜǊȅΩ ƻŦ IŀǊǊȅΩǎ ǊŜƳŀƛƴǎΦ  
 

 
populate his subsequent thrillers. There is evidence to suggest that Kelly longed to return to the movies as early as 1959. 
Hitchcock had expressly bought Marnie for her to star in and had, in fact, planned to launch into its preproduction 
immediately following the release of Psycho (1960). Kelly, who had superficially agreed to do the project, later declined it, 
ŎƛǘƛƴƎ ΨǊƻȅŀƭ ŎƻƳƳƛǘƳŜƴǘǎΩ ŀǎ ǘƘŜ ǊŜŀǎƻƴΦ IŜǊ ǊŜƧŜŎǘƛƻƴ ōƻǘƘ ƛƴŦǳǊƛŀǘŜŘ ŀƴŘ ǿƻǳƴŘŜŘ IƛǘŎƘŎƻŎƪ ƛƳƳŜƴǎŜƭȅΦ  Commencing 
his shoot on To Catch A Thief in the south of France, Hitchcock resented ǘƘŜ ǎǘǳŘƛƻΩǎ ƛƴǎƛǎǘŜƴŎŜ ƻƴ ŜȄǘŜƴǎƛǾŜ ƭƻŎŀǘƛƻƴ ǿƻǊƪ 
ǘƻ ǘŀƪŜ Ŧǳƭƭ ŀŘǾŀƴǘŀƎŜ ƻŦ ±ƛǎǘŀ±ƛǎƛƻƴΩǎ ŎƭŀƛƳ ƛƴ ΨƳƻǘƛƻƴ ǇƛŎǘǳǊŜ ƘƛƎƘ ŦƛŘŜƭƛǘȅΩΦ !ǊƎǳŀōƭȅΣ only Hitchcock would have considered 
the moneyed decadence of Monaco more of a deterrent rather than a plus.  
 
¢ƻ IƛǘŎƘŎƻŎƪΩǎ ŎǊŜŘƛǘΣ ǘƘŜ ƳŀǘŎƘƛƴƎ ƻŦ locations in France with photographic work done back on soundstages in Hollywood 
was seamless to the naked eye.  John Michael Hayes began his lucrative association with Hitchcock on To Catch A Thief; his 
script amply endowed with plenty of smart repartee and engaging situations to divert attention away from the fact that the 
ŦƛƭƳΩǎ ŦƻŎŀƭ Ǉƻƛƴǘ ƛǎ not the apprehension of a jewel thief ς as the title suggested - but rather the cleverness with which 
DǊŀŎŜ YŜƭƭȅΩǎ sultry protagonist will snare herself an attractive, though decidedly confirmed middle-aged bachelor.  
 
To Catch a Thief begins with a round of perilous jewel robberies inside posh hotel suites.  The police immediately suspect 
John Robie (Cary Grant); a one-time jewel thief who fought for the resistance during the war and was pardoned for his 
earlier ŎǊƛƳŜǎΦ 5ŀƴƛŜƭƭŜ ό.ǊƛƎƛǘǘŜ !ǳōŜǊύΣ ǘƘŜ ŘŀǳƎƘǘŜǊ ƻŦ CƻǳǎǎŀǊŘ όWŜŀƴ aŀǊǘƛƴŜƭƭƛύ ƻƴŜ ƻŦ wƻōƛŜΩǎ ŦƻǊƳŜǊ accomplices, but 
currently reduced to menial tasks as a peg-legged wine steward, suggests that John has come out of retirement. This, we 
later learn is a lie, as Danielle is in fact the real cat burglar, working for her father and Bertani (Charles Vanel); the 
restaurateur. 



  
 
 
 
 
 
 
 
 
 
 
 
 
(Above): Hitchcock consults independently with co-stars Doris Day and James Stewart on the set of his remake of The Man Who Knew Too Much (1956). Hitchcock had, for 
some time, desired to redo his own 1934 British classic, updating its premise and cƘŀƴƎƛƴƎ ƛǘǎ ƭƻŎŀƭ ŦǊƻƳ ǘƘŜ ƻǊƛƎƛƴŀƭΩs alpine-themed Switzerland backdrop to heat-
exhaustive Marrakesh. The exotic Middle-Eastern locale presented another challenge for Hitchcock who was informed by his production manager Herbert Colman that his 
shooting schedule was coming dangerously close to the Muslim holiday of Ramadan during which he would not be allowed to work.  Hitchcock would claim that his 1934 
ƳƻǾƛŜ ǿŀǎ ƳŀŘŜ ōȅ ŀƴ ŀƳŀǘŜǳǊΣ ǘƘŜ Ωрс ǊŜƳŀƪŜ ōȅ ŀ ǎŜŀǎƻƴŜŘ ǇǊƻΦ ¸ŜǘΣ ƛƴ ǊŜǾƛŜǿƛƴƎ ōƻǘƘ ƳƻǾƛŜǎ ǘƻŘŀȅ ƻƴŜ can see artistic merit in each befitting HitchcockΩs reputation 
as the undisputed master of suspense. Hitchcock was challenged by Paramount to cast Doris Day in the remake. Day was at the top of her game in 1956, but her forte had 
been musicals. Worse, at least for Hitchcock, he had been ordered to find a moment in the movie to insert a song for Day to sing. The song, Que Sera Sera eventually plays 
a pivotal role in the film. But the version sung by Day on the million copy best seller Decca recording is never featured in the actual movie ς arguably the first tie-in of a 
tune not indigenous to an actual film score.     

 
From here the story shifts its focus to headstrong wealthy girl-about-town Francie Stevens (Grace Kelly) and her sustained 
infatuation with RobieΦ CǊŀƴŎƛŜΩǎ ƳƻǘƘŜǊΣ Wessie (Jessie Royce Landis) is their flirtatious and enterprising matchmaker. With 
one eye on John, Jessie goads her daughter into a relationship that Francie at first quietly resists, but then decides to pursue, 
primarily for the fun of exposing what she perceives arŜ wƻōƛŜΩǎ ŎǊƛƳƛƴŀƭ ŀŎǘƛǾƛǘƛŜǎ ǘƻ ǘƘŜ ǇƻƭƛŎŜΦ ¢Ƙƛǎ ƎŀƳŜ ƻŦ Ŏŀǘ ŀƴŘ ƳƻǳǎŜ 
Ŏǳǘǎ ŀ ƭƛǘǘƭŜ ōƛǘ ǘƻƻ ŎƭƻǎŜ ǘƻ ƘƻƳŜΣ ƘƻǿŜǾŜǊΣ ŘǳǊƛƴƎ ǘƘŜ ŦŀƳŜŘ ΨŦƛǊŜǿƻǊƪǎΩ ǎŜǉǳŜƴŎŜ ƛƴ ǘƘŜ ŦƛƭƳΦ [ǳǊŜŘ ǘƻ CǊŀƴŎƛŜΩǎ ƘƻǘŜƭ ǎǳƛte 
for the show, Robie indulges her flirtations, culminating with his assessment that the jewels Francie is wearing are 
ƛƳƛǘŀǘƛƻƴǎΦ ά²ŜƭƭΣ LΩƳ ƴƻǘΣέ ǎƘŜ Ŏƻƻǎ ōŀŎƪΣ ƭŜŀŘƛƴƎ ǘƻ ǘƘŜ ŎƻƴǎǳƳƳŀǘƛƻƴ ƻŦ ǘƘŜƛǊ ŀŦŦŀƛǊΦ IƻǳǊǎ ƭŀǘŜǊ CǊŀƴŎƛŜ ōŀǊƎŜǎ ƛƴǘƻ 
wƻōƛŜΩǎ ōŜŘǊƻƻƳΣ ōƛǘǘŜǊ ŀƴŘ ŀŎŎǳǎƛƴƎ ƘƛƳ ƻŦ ƘŀǾƛƴƎ ǎǘƻƭŜƴ WŜǎǎƛŜΩǎ ƧŜǿŜƭǎΦ   
 
wƻōƛŜ ŘŜƴƛŜǎ CǊŀƴŎƛŜΩǎ ŀŎŎǳǎŀǘƛƻƴǎ ŀƴŘ ŘŜŎƛŘŜǎ ǘƻ ǎŜǘ ŀ ǘǊŀǇ ƻƴ ŀ ǎǳōǎŜǉǳŜƴǘ ŜǾŜƴƛƴƎ ŦƻǊ ǘƘŜ ǊŜŀƭ Ŏŀǘ ōǳǊƎƭŀǊΦ ¢ƘŜ ǘǊŀǇ ƛǎ 
double-ōŀƛǘŜŘ ƘƻǿŜǾŜǊ ŀƴŘ wƻōƛŜ ƛǎ ŀǎǎŀǳƭǘŜŘΣ ƳŀƴŀƎƛƴƎ Ƙƛǎ ŜǎŎŀǇŜ ōǳǘ ƪƛƭƭƛƴƎ 5ŀƴƛŜƭƭŜΩǎ ŦŀǘƘŜǊ in the process. Robie attends 
FouǎǎŀǊŘΩǎ ŦǳƴŜǊŀƭ ǘƘŜ ƴŜȄǘ Řŀȅ ǿƘŜǊŜ 5ŀƴƛŜƭƭŜ ŀŎŎƻǎǘǎ ƘƛƳΣ ǎƘƻǳǘƛƴƎ ΨƳǳǊŘŜǊŜǊΗΩ IŜ ǎƭŀǇǎ ƘŜǊ ŦŀŎŜΣ ŀ ǎŜŜƳƛƴƎƭȅ ƘŜŀǊǘƭŜǎǎ 
ƎŜǎǘǳǊŜΣ ōŜŦƻǊŜ ōŜƛƴƎ ŎƻƴŦǊƻƴǘŜŘ ōȅ CǊŀƴŎƛŜ ǿƘƻ ŎƻƴŦŜǎǎŜǎ ƘŜǊ ƭƻǾŜ ŦƻǊ ƘƛƳΦ ²ƛǘƘ CǊŀƴŎƛŜΣ IǳƎƘǎǘƻƴ ŀƴŘ WŜǎǎƛŜΩǎ ƘŜƭǇ wƻōƛŜ 
sets another trap for the real burglar; convinced that Foussard could not have committed the thefts with his peg-leg. After a 
lavish costume gala Robie exposes Danielle to be real thief, thus clearing his own name.  
 
Critics of the day were quick to regard To Catch A Thief as lightweight, though nevertheless pleasurable entertainment. In 
truth, the film represents Hitchcock at his most elegant and edgy, with sublime eroticism permeating every frame, but with a 
decidedly delicious twist. ¢ƘŜ ŦƻŎǳǎ ƻŦ WƻƘƴ aƛŎƘŀŜƭ IŀȅŜǎΩ ǎcreenplay is undeniably more on the romance than the 
suspense and it is interesting to note that in subsequent movies Hitchcock would choose more readily to divorce himself 
from romance altogether; particularly after the failure of Vertigo (1958) ς a movie all about obsessive love. 
  
The most readily recalled sequence from To Catch A Thief ǘƻŘŀȅ ƛǎ wƻōƛŜΩǎ ǎŜŘǳŎǘƛƻƴ ōȅ CǊŀƴŎƛŜ while fireworks explode 
outside her hotel window facing the RivieraΦ ¢ŀǳƴǘƛƴƎ ŀƴŘ ǘŜǎǘƛƴƎ wƻōƛŜΩǎ ŘŜǎƛǊŜ ǘƻ ǇƻǎǎŜǎǎ ŜƛǘƘŜǊ ƘŜǊ ƻǊ ƘŜr diamond 
necklace, wƻōƛŜ ǊŜǎƛǎǘǎ CǊŀƴŎƛŜΩǎ ŀŘǾŀƴŎŜǎ ǳƴǘƛƭ ǘƘŜ ǇŜƴǳƭǘƛƳŀǘŜ ΨƭŜŀƴΩ into her couch, signifying the consummation of their 
ŀŦŦŀƛǊΦ ¢Ƙƛǎ ΨƭŜŀƴΩ was cause for the censors to demand of Hitchcock that he eliminate the sequence entirely, or at the very 
least severely prune it so as not to obviously suggest the beginnings of a sexual encounter. Hitchcock refused. The censors  



 
 
 
 
 
 
 
 
 
ό!ōƻǾŜύΥ IƛǘŎƘŎƻŎƪΩǎ ƛƴƛǘƛŀƭ ŀǇǇǊŜƘŜƴǎƛƻƴǎ ƻǾŜǊ ǘƘŜ ŎŀǎǘƛƴƎ ƻŦ 5ƻǊƛǎ 5ŀȅ ƛƴ The Man Who Knew Too Much (1956) were subverted when Day revealed herself to be a 
ǎǇƭŜƴŘƛŘ ŀŎǘǊŜǎǎΦ Lƴ ƻƴŜ ƻŦ ǘƘŜ ŦƛƭƳΩǎ ōŜǎǘ ǊŜƳŜƳōŜǊŜŘ ƳƻƳŜƴǘǎ WŀƳŜǎ {ǘŜǿŀǊǘΩǎ 5ǊΦ aŎYŜƴƴŀ ǊŜǾŜŀƭǎ ǘƻ Ƙƛǎ ǿƛŦŜΣ Wƻ ό5ŀȅύ ǘƘŀǘ their son, Hank (Christopher Olsen) has 
been abducted. However, before this revelation the good doctor prescribes a strong sedative ǘƻ ŜŀǎŜ ƘŜǊ ƛƴǘƻ ǘƘƛǎ ƳƻƳŜƴǘ ƻŦ ǎƘƻŎƪ ŀƴŘ ŘƛǎōŜƭƛŜŦΦ 5ŀȅΩǎ ƘŀƴŘƭƛƴƎ ƻŦ ǘƘŜ 
scene, emoting equal portions of terror, anxiety, sadness and confusion drew spontaneous applause from the crew and earned Day, IƛǘŎƘŎƻŎƪΩǎ ǊŜǎǇŜŎǘΦ .ȅ ŀƭƭ ŀŎŎƻǳƴǘǎ 
ǘƘŜ ǎƘƻƻǘ ǿŀǎ ŀ ǇƭŜŀǎŀƴǘ ƻƴŜΣ ǘƘŜ ŎƻǎǘŀǊǎ ƎŜǘǘƛƴƎ ƻƴ ŦŀƳƻǳǎƭȅ ŀƴŘ ŜǾŜǊȅƻƴŜ ŜƴƧƻȅƛƴƎ ŜŀŎƘ ƻǘƘŜǊΩǎ ŎƻƳǇŀƴȅ ŀƴŘ ŎƻƴǘǊƛōǳǘƛƻƴǎ ƻƴ the movie. In later years Hitchcock 
regretted that this was his only film with DaȅΣ ŎƛǘƛƴƎ ƘŜǊ ŀǎ άŀ ǾŜǊȅ ŦƛƴŜ ŀŎǘǊŜǎǎ ƛƴŘŜŜŘΦέ  bŜǾŜǊǘƘŜƭŜǎǎΣ IƛǘŎƘŎƻŎƪΩǎ ŀǾŜǊǎƛƻƴ ǘƻǿŀǊŘ Ƙiring popular singers, simply because of 
their popularity as singer, was well placed when he reluctantly cast Julie Andrews in Torn Curtain (1966) ς then lived to regret his decision and others made on the set of its 
disastrous undertaking.  

 
ƴŜȄǘ ƳŀŘŜ ǘƘŜƛǊ Ǉƻǎƛǘƛƻƴ ƪƴƻǿƴ ǘƻ tŀǊŀƳƻǳƴǘΩǎ ŦǊƻƴǘ ƻŦŦƛŎŜǎΤ ŜȄǇƭƛŎƛǘƭȅ ƻǳǘƭƛƴƛƴƎ ǿƘŜǊŜ ǘƻ cut the sequence so that ƴƻ ΨƭŜŀƴΩ 
was implied. Paramount quietly took the censƻǊΩǎ ŎƻƴŎŜǊƴǎ ǳƴŘŜǊ ŀŘǾƛǎŜƳŜƴǘ ǘƘŜƴΣ ōŀŎƪŜŘ IƛǘŎƘŎƻŎƪΩǎ ŀǊǘƛǎǘǊȅ ŀƴŘ released 
the film with the sequence virtually intact.    
 
Given the flourish of success Hitchcock had sustained during the early fifties within the realm of suspense-laden melodrama 
his next choice of project The Trouble With Harry (19ррύ ǎŜŜƳǎ ŀ ŎǳǊƛƻǳǎ ǾŜƴǘǳǊŜΦ WƻƘƴ aƛŎƘŀŜƭ IŀȅŜǎΩ ǎŎǊŜŜƴǇƭŀȅ ƛǎ ōŀǎŜŘ 
on a novel by Jack Trevor Story ς a decidedly black comedy about a corpse that refuses to stay buried; a similarly themed 
premise featured in the French new wave spine-tingler, Diabolique (1955). However, unlike Diabolique the premise for the 
reappearing body in The Trouble With Harry is played strictly for laughs. The trouble with Harry is that he is dead ς lying in 
the pastoral woods of Vermont on a crisp fall afternoon and shortly thereafter encountered by nearly every small town coot 
within twenty miles, each attempting to bury and then dig up, then re-ōǳǊȅ IŀǊǊȅΩǎ slowly decomposing remains somewhere 
in the forest to conceal the suspected crime from the rather humorless, Deputy Sheriff Calvin Wiggs (Royal Dano).  
 
¢ƘŜ ƛǊƻƴȅΣ ƛƴ ǊŜǘǊƻǎǇŜŎǘΣ ƛǎ ŘŜǊƛǾŜŘ ŦǊƻƳ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ƴƻƴŜ ƻŦ ǘƘŜ ǘƻǿƴΩǎ Ŧƻƭƪ ǿƘƻ ǎǳǎǇŜŎǘ ǘƘŜȅ ƘŀǾŜ ƪƛƭƭŜŘ IŀǊǊȅ ŀŎǘǳŀƭƭȅ Ƙas. 
Unable to recognize eacƘ ƻǘƘŜǊΩǎ ƛƴƴƻŎŜƴŎŜΣ ŜǾŜǊȅone engages in the inevitable cover up. Shirley MacLaine is top cast as 
WŜƴƴƛŦŜǊ wƻƎŜǊǎΣ IŀǊǊȅΩǎ estranged wife, hardly upset to be led to her late husbŀƴŘΩǎ ǊŜƳŀƛƴǎ ōȅ her son, Arnie Rogers (Jerry 
Mathers) who is the first to discover Harry with his toy cap gun in hand. Capt. Albert Wiles (Edmund Gwenn), out rabbit 
hunting, suspects he has killed Harry with a stray bullet from his rifle. Amateur criminologist Miss Ivy Gravely (Mildred 
Natwick) thinks she has accidentally killed Harry by striking him in the head with her boot, while Jenny later confesses to 
hitting Harry with a bottle and thus believes that she is the murderess. Enter free-spirited artist Sam Marlowe (John 
Forsythe) who is intrigued, although not terribly upset by the prospect of having a huƳŀƴ ŎŀŘŀǾŜǊ ǎǘƻǊŜŘ ƛƴ WŜƴƴƛŦŜǊΩǎ 
bathtub.  In fact, as the story plays out we quickly realize that Harry is not its focus of it at all, but rather the gradual 
evolution of two quirky romances ς the first between Jenny and Sam, the second between Ivy and Albert.  
 
IƛǘŎƘŎƻŎƪΩǎ ŀǾŜǊǎƛƻƴ ǘƻ ƭƻŎŀǘƛƻƴ ǎƘƻƻǘƛƴƎ ǿŀǎ ƧǳǎǘƛŦƛŜŘ ƻƴ The Trouble With Harry when an unexpected frost and early 
winter storm midway through production wrecked the idyllic fall foliage exquisitely photographed by cinematographer, 
Robert Burks.  Unable to continue in Vermont Hitchcock and company packed up and returned to Paramount with bags and 
bags of downed leaves collected. These were then meticulously glued onto fake trees inside a recreation of the Vermont 
location inside a Paramount soundstage. Overall, the illusion is rather seamlessly blended, but in the end, The Trouble With 
Harry was not particularly well received by either the critics or audiences; the characters revealing themselves to be very 
odd rather than delightfully quirky; their snooping and anxieties far too neurotic to be accepted as merely loveable 
eccentricities. Given the overall repression of any and all aberrations during the Eisenhower era of middle-class American  



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Previous and this page): scenes from a conspiracy. Retired London stage sensation, Jo (Doris Day), her husband, Dr. McKenna (James Stewart) and son, Hank (Christopher 
Olsen) meet a stranger, Louis Bernard (Daniel Gélin) aboard a tour bus while on holiday in Marrakech. From the beginning Jo suspects Bernard of finagling a deliberate 
invitation into their midst, a suspicion later confirmed when Bernard, masquerading as an Arab, is mortally stabbed in the streets and confides to Dr. McKenna that an 
ŜƭŘŜǊ ǎǘŀǘŜǎƳŀƴ ƛǎ ǘƻ ōŜ ƳǳǊŘŜǊŜŘ ƛƴ [ƻƴŘƻƴΦ ¢ƘŜ Ǉƭƻǘ ǘƘƛŎƪŜƴǎ ǿƘŜƴ ǘƘŜ aŎYŜƴƴŀΩǎ ǎŜŜƳƛƴƎƭȅ ŎƻƴƎŜƴƛŀƭ ǘǊŀǾŜƭƭƛƴƎ ŎƻƳǇŀƴƛƻƴǎΣ Lucy (Brenda de Banzie) and Edward 
Drayton (Bernard Miles) kidnap Hank and vanish without a trace in order to kŜŜǇ ǘƘŜ aŎYŜƴƴŀΩǎ ŦǊƻƳ ǊŜǾŜŀƭƛƴƎ .ŜǊƴŀǊŘΩǎ ŘȅƛƴƎ ƭŀǎǘ ǿƻǊŘǎ ǘƻ ǘƘŜ ŀǳǘƘƻǊƛǘƛŜǎΦ wŜǘǳǊƴƛƴƎ ǘƻ 
London without their son, the McKennas are repeatedly threatened by the assassin, Rien (Reggie Nalder) to keep their mouths shut. After misdirection to a local 
taxƛŘŜǊƳƛǎǘΩǎ ǎƘƻǇΣ ǘƘŜ aŎYŜƴƴŀǎ ŀǊǊƛǾŜ ŀǘ !ƳōǊƻǎŜ /ƘŀǇŜƭ ǿƘŜǊŜ 5Ǌŀȅǘƻƴ ƛǎ ƳŀǎǉǳŜǊŀŘƛƴƎ ŀǎ ŀ ŎƭŜǊƛŎ ǿƘƛƭŜ ƘŜΣ [ǳŎȅ ŀƴŘ wƛŜƴ Ǉƭƻǘ the assassination of the British 
Ambassador (Mogens Wieth) at a concert being given at Royal Albert Hall. Interestingly, for this penultimate showdown Doris Day wears a gray suit not unlike the 
ensemble later designed by Edith Head and worn by Kim Novak in Vertigo όмфруύΦ DǊŀȅ ƛǎ ƴƻǘ ŀ ōƭƻƴŘŜΩǎ ŎƻƭƻǊ ǇŜǊ ǎŀȅΣ ǊŀǘƘŜǊ ŀǘ ƻŘŘǎ ǿƛǘƘ ōƻǘƘ 5ŀȅ ŀƴŘ bƻǾŀƪΩǎ ŦŀƛǊ 
complexions. When asked years later about his decision to attire both women in gray, Hitchcock simply shrugged his shoulders, claiming it was meant to be ΨǳƴǎŜǘǘƭƛƴƎΩ.  
 
!ǎ ƛƴ IƛǘŎƘŎƻŎƪΩǎ 1934 original the set piece in the remake is the showdown between Rien and Dr. McKenna during the concert. Although longtime Hitchcock collaborator, 
composer Bernard Herrmann was assigned the task of writing the underscore for the rest of the movie, the Royal Albert Hall sequence features the Storm Cloud Cantata ς 
originally composed by Arthur Benjamin. HerrƳŀƴƴ ŀƴŘ IƛǘŎƘŎƻŎƪ ōƛŎƪŜǊŜŘ ƻǾŜǊ ǘƘƛǎ ƛƴŎƭǳǎƛƻƴΣ IŜǊƳŀƴƴ ǎǳƎƎŜǎǘƛƴƎ ǘƻ IƛǘŎƘŎƻŎƪ ǘƘŀǘ ƘŜ ŎƻǳƭŘ ǿǊƛǘŜ ǎƻƳŜǘƘƛƴƎ ΨōŜǘǘŜǊ.Ω 
Hitchcock won the argument. Ironically, as compensation Hermann was featured in the film as the conductor of the symphonic and choral ensemble, his name also 
prominently featured on the Royal Albert Hall marquee Jo passes on her way into the theater.  During the struggle Rien is tossed over the balcony to his death, the 
ŀƳōŀǎǎŀŘƻǊΩǎ ƭƛŦŜ is spared, and the McKennas are reunited with Hank. When The Man Who Knew Too Much proved to be a resounding smash hit Hitchcock sent a letter 
of thanks to Herrmann for his contributions on the film, stating simply, ά¢ƻ .ŜǊƴŀǊŘ IŜǊrƳŀƴƴΧǘƘŜ Ƴŀƴ ǿƘƻ ƪƴƻǿǎ ǎƻ ƳǳŎƘΦέ   
 
 

morality circa the 1950s; a blind-sighted and very sanitized utopia steeped in arbitrary faux goodness and light, the 
ŎƘŀǊŀŎǘŜǊǎΩ ƛƴ ǘƘŜ ŦƛƭƳ ŀƴŘ ǘƘŜƛǊ rather complacent acceptance of both sex and death as mere cogs in the natural lifecycle 
comes across as neither queer, nor shocking nor overtly perverse as Hitchcock might have hoped. They are merely a 
collection of very strange ducks all lined up in a row, playing out a very peculiar pantomime indeed. 

 
Hitchcock returned to form with an anomaly in his American tenure; a remake of his own The Man Who Knew Too Much 
όмфрсύΣ ŀ ǘƘǊƛƭƭŜǊ IƛǘŎƘΩ ŎƘƻǎŜ ǘƻ ǊŜƭƻŎŀǘŜ ǘƻ aŀǊǊŀƪŜŎƘΦ ¢ƘŜ мфоп ƻǊƛƎƛƴŀƭ ƘŀŘ ōŜŜƴ ǎŜǘ ƛƴ 9ǳǊƻǇŜΦ wŜƎŀǊŘƭŜǎǎ ƻŦ ǘƘƛǎ ŎƘŀƴƎŜ 
in locale, the narrative structure of the original was faithfully retained in the revised screenplay by John Michael Hayes. 
Years later, Hitchcock would muse that his original had been made by an amateur while the remake was crafted by a master.  
In the remake medical doctor, Ben McKenna (James Stewart) his wife, Jo (Doris Day) and their son Hank (Christopher Olsen) 
are on holiday in Marrakech where Ben is attending a conference. Jo is a retired star of the London stage and easily 
recognizable to her fans.  
 
While at a restaurant the McKennas are introduced to Lucy and Edward Drayton (Brenda de Banzie and Bernard Miles) ς 
presumably fans of Jo. The McKennas also meet mysterious Frenchman, Louis Bernard (Daniel Gelin) who offers to act as 
their cultural liaise. However, when Bernard, disguised as an ArabΣ ƛǎ ǎǘŀōōŜŘ ōŜŦƻǊŜ Wƻ ŀƴŘ .ŜƴΩǎ ŜȅŜǎ ƛƴ ǘƘŜ ƳŀǊƪŜǘǇƭŀŎŜ he 
manages to confide an ominous secret to Ben before dying; that a high ranking political official is to be assassinated 
somewhere in London, England. The plot thickens after Ben learns that the Draytons have kidnapped Hank and are holding 
him hostage to buy his silence until the assassination can take place.  



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Above): The Wrong Man (1956) is a curious misstep in that it ironically foreshadows the economic approach to story-telling Hitchcock would later employ on the infinitely 
more successful Psycho (1960). The Wrong Man is an uneasy amalgam of the police procedural detective story, the film noir crime story, and the romantic melodrama; 
aŀȄǿŜƭƭ !ƴŘŜǊǎƻƴΩǎ ǎŎǊŜŜƴǇƭŀȅ ƻŎŎŀǎƛƻƴŀƭƭȅ ǘƻƻ ǇǊƻǎŀƛŎ ŀƴŘ ƎŜƴŜǊŀƭƭȅ ƛƳǇŜŘƛƴƎ IƛǘŎƘŎƻŎƪΩs ability to tell the narrative in pure visual terms. The film co-stars Henry Fonda 
ŀƴŘ ±ŜǊŀ aƛƭŜǎΦ !ŦǘŜǊ DǊŀŎŜ YŜƭƭȅΩǎ ŘŜǇŀǊǘǳǊŜ ŦǊƻƳ ǘƘŜ ƳƻǾƛŜǎ IƛǘŎƘŎƻŎƪ ōǊƛŜŦƭȅ ŜƴǘŜǊǘŀƛƴŜŘ ǘƘŜ ƴƻǘƛƻƴ ǘƘŀǘ aƛƭŜǎ ǿƻǳƭŘ ōŜŎƻƳŜ Ƙƛǎ ƴŜȄǘ ƛŎƻƴƛŎ ΨŎƻƻƭ ōƭƻƴŘŜΩΦ  Lƴ The 
Wrong Man she is a doting and somewhat dowdy housewife requiring medical attention. Hitchcock had wanted to co-star Miles in his next project, Vertigo (1958) and had 
ŜǾŜƴ ŜƴƎŀƎŜŘ tŀǊŀƳƻǳƴǘΩǎ ǊŜǎƛŘŜƴǘ ŎƻǎǘǳƳŜ ŘŜǎƛƎƴŜǊ, Edith Head to begin creating the wardrobe for his new heroine. Regrettably, Miles became pregnant in the interim, 
forcing Hitchcock to recast the role with Kim Novak. It is rumored that Hitchcock never forgave Miles her ill-timing. Although she would return in another Hitchcock classic, 
Psycho (1960), playing ŀ ǎǳǇǇƻǊǘƛƴƎ ǊƻƭŜ ŀǎ WŀƴŜǘ [ŜƛƎƘΩǎ ǎƭŜǳǘƘƛƴƎ ǎƛǎǘŜǊΣ ±ŜǊŀ aƛƭŜǎ ƴŜǾŜǊ ǉǳƛǘŜ ƳŀǘŜǊƛŀƭƛȊŜŘ ŀǎ ǘƘŜ ƴŜȄǘ ΨŎƻƻƭ ōƭƻƴŘŜΩ ƻŦ IƛǘŎƘŎƻŎƪΩǎ ŘŜǎƛƎƴΦ 

 
Hitchcock reportedly did not want to work with Doris Day ς assuming that her talents lay in the delivery of a song rather 
than solid acting. However, Day proved her worth to Hitchcock as a serious actress. Still, to appease her fans Hitchcock was 
reluctantly ΨŜƴŎƻǳǊŀƎŜŘΩ include a song in the film. That song ς Que Sera Sera became the number one best-selling single in 
the country and eventually took home the Oscar, despite the fact that the version infrequently interpolated in the film is not 
the one recorded for Decca. 
  
Hitchcock was to indulge in a bit of makeup trickery for the scene where the McKennas are approached by the mortally 
wounded Louis Bernard in the market square. Hitchcock had wantŜŘ ǘƘŜ ŀŎǘƻǊΩǎ ŘŀǊƪ ŦŀŎƛŀƭ ƳŀƪŜup used to disguise him to 
ŎƻƳŜ ƻŦŦ ŀǎ ƘŜ ŎƻƭƭŀǇǎŜǎ ƛƴ .ŜƴΩǎ ŀǊƳǎΣ ǘƘŜǊŜōȅ ǊŜǾŜŀƭƛƴƎ Ƙƛǎ ǘǊǳŜ ƛŘŜƴǘƛǘȅΦ ¦ƴŦƻǊǘǳƴŀǘŜƭȅΣ ŀŦǘŜǊ ǎŜǾŜǊŀƭ ŦŀƛƭŜŘ ǘŀƪŜǎ it was 
discovered that the thick brown foundation quite simply refused to smudge. Eventually, Hitchcock came up with a clever 
solution ς applying flesh-colored make-ǳǇ ǘƻ WŀƳŜǎ {ǘŜǿŀǊǘΩǎ ƘŀƴŘǎ ƛƴǎǘŜŀŘΦ !ǎ .Ŝƴ ŎŀǘŎƘŜǎ .ŜǊƴŀǊŘΩǎ ŦŀŎŜ ōŜǘǿŜŜƴ Ƙƛǎ 
fingers, the flesh tone on his palms wipes off on the actor, implying the opposite effect. While Hitchcock indulged his 
creativity elsewhere in the movie, the staging of the Royal Albert Hall sequence set to the suspenseful strains of the Storm 
Cloud Cantata remains a virtual shot-for-shot recreation of the same sequence in his 1934 original.  
 
Perhaps as a rebuttal to all of the travelogue ultra-gloss entertainment he had been indulging in of late, HitchcockΩǎ next film 
The Wrong Man (1956), a picture he owed Warner Brothers, was a relatively low budget, brooding tale shot in B&W and 
based on a real-life case of mistaken identity surrounding one Manny Balestrero (Henry Fonda). Manny is a trumpet player 
at the Stork Club who is wrongfully accused of holding up a local insurance agency after his wife, Rose (Vera Miles) is denied 
coverage for some much-needed dental surgery. Everyone in the burgled insurance office who testifies against Manny is 
convinced he is the man who held them at gunpoint and made off with a considerable bankroll. The problem is that Manny 
is actually innocent. An unusual departure for Hitchcock, who also briefly narrated the prologue, the movie was based on 
aŀȄǿŜƭƭ !ƴŘŜǊǎƻƴΩǎ ƴƻǾŜƭƛȊŀǘƛƻƴ ƻŦ /ƘǊƛǎǘƻǇƘŜǊ .ŀƭŜǎǘǊŜǊƻΩǎ ǎǘǊǳƎƎƭŜ ǘƻ ŎƭŜŀǊ Ƙis name. Although remaining relatively 
faithful to the book (the screenplay also penned by Anderson and Angus McPhail) Hitchcock deliberately omitted textual 
references readily outlined in the novel in an attempt to maintain tension in the film.  



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Previous page and current): Vertigo όмфруύ ƛǎ ǇŜǊƘŀǇǎ IƛǘŎƘŎƻŎƪΩǎ Ƴƻǎǘ ǎǳōƭƛƳŜ ŀƴŘ ǇŜǊƛƭƻǳǎ ŎǊƛǘƛǉǳŜ ƻŦ ƳŀŘ ƻōǎŜǎǎƛǾŜ ƭǳǎǘΦ ²Ƙŀǘ Spellbound (1945) had only hinted at, 
Vertigo ŘŜƭƛǾŜǊǎΦ ¢ƘŜ ŦƛƭƳ ƛǎ ŀǎ ƳǳŎƘ IƛǘŎƘŎƻŎƪΩǎ ǾŀƭŜƴǘƛƴŜ ǘƻ {ŀƴ CǊŀƴŎƛǎŎƻ ŀƴŘ ƛǘǎ ǎǳǊǊƻǳƴŘƛƴƎ ŀǊŜŀǎΣ ŀ Ŏƛǘȅ ƘŜ ǊŜƎŀǊŘŜŘ ŀǎ ƻƴŜ ƻŦ the most affluent and cosmopolitan in 
ǘƘŜ ǿƻǊƭŘΦ wƻōŜǊǘ .ǳǊƪǎΩ ƭǳǎƘ ŎƛƴŜƳŀǘƻƎǊŀǇƘȅ ŎǊŜŀǘŜǎ ŀ ŦŀǎŎƛƴŀǘƛƴƎ ǘǊŀǾŜƭƻƎǳŜ ƻŦ ǘƘŜ city by the bay, made even more elusive and haunting by Bernard HerrƳŀƴƴΩǎ 
brooding underscore. Vertigo was not a success upon its initial release, perhaps because the audience failed to grasp the logic behind a man entirely consumed by the 
presumed death of one woman only to resurrect her image anew in seemingly another dead ringer, tragically to lose her under the same set of circumstances. The tale 
ōŜƎƛƴǎ ǿƛǘƘ tΦLΦ {ŎƻǘǘƛŜ CŜǊƎǳǎƻƴΩǎ όWŀƳŜǎ {ǘŜǿŀǊǘύ ŦŀƛƭŜŘ ŀǘǘŜƳǇǘ ŀǘ ŀǇǇǊŜƘŜƴŘƛƴg a criminal on the rooftops. His own near-death experience leaves Scottie with persistent 
vertigo, his inability to climb even a flight of stairs without getting dizzy effectively ending his career. A reprieve of sort arrives when old college chum Gavin Elster (Tom 
Helmore) contacts Scottie out of the blue to tail his wife, Madeleine (Kim Novak) whom he suspects of being possessed by the specter of a long-since dead and very tragic 
historical figure, Carlotta Valdez.  
 
The assignment, we later learn, is a rouse. For Gavin, ƘŀǾƛƴƎ ƘƛǊŜŘ WǳŘȅ .ŀǊǘƻƴ όŀƭǎƻ bƻǾŀƪύ ǘƻ Ǉƭŀȅ ǘƘŜ ǇŀǊǘ ƻŦ Ƙƛǎ ǿƛŦŜ ŦƻǊ {ŎƻǘǘƛŜΩǎ ōŜƴŜŦƛǘΣ ƛǎ ŀƭǊŜŀŘȅ ǇƭƻǘǘƛƴƎ ǘƻ ƳǳǊŘŜǊ Ƙƛǎ 
real wife and make the whole thing look like an accident.  The plan goes awry however when Scottie, troubled by nightmares over MadeƭŜƛƴŜΩǎ ŘŜŀǘƘ ǿƘƛŎh he firmly 
believes he was unable to prevent, suffers a nervous breakdown. Tended to by long-time gal pal, Midge Wood (Barbara Bel Geddes), Scottie marginally recovers from his 
catatonic state, only to become obsessed after a chance meeting with Judy that eventually leads to an awkward romance. Consumed by the image he has of Madeleine, 
Scottie re-crafts Judy into the woman he once adored; only to learn much later that Madeleine and Judy are one in the same. Realizing he has been duped, Scottie forces 
Judy to scale the stairs of the old mission bell tower where she had previously led him astray into thinking Madeleine had committed suicide. Judy confesses, but is startled 
by the sudden appearance of a nun and falls to her own death, leaving Scottie now to cope with the loss of the same woman twice.  Based on Pierre Boileau and Thomas 
Narcejac novel, D'Entre Les Morts,   Vertigo ƛǎ ƻƴŜ ƻŦ IƛǘŎƘŎƻŎƪΩǎ ōƭŜŀƪest American thrillers; its themes of neurotic/compulsive sexual obsession proving too sophisticated 
a subject matter for the audience. Today, Vertigo ƛǎ Ƨǳǎǘƭȅ ǊŜƎŀǊŘŜŘ ŀǎ ƻƴŜ ƻŦ IƛǘŎƘŎƻŎƪΩǎ ŦƛƴŜǎǘ ƳƻǾƛŜǎΦ   At the time, however, it lost money for Paramount. 


