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when they opened their st

sudio in 192%, Hitcheock worked there
sistant dizector, art director, and seriptwriter o
Orabarn Cuits, His early experience included
work at the Ua stndios in Germany (during the
slump that preveded the first British guora legis-
lation) and the style of his eatly flms reflects this
contact with EWPRESSIONISM as well a5 2 natural
Anglo-American influence.

Alfter several apprertice works of ttle distine-

tion, Hitchooek directed The Lodger (1927), the

tale of a family who suspect their lodyger of being

Llatier-day Javk the Ripper, This is s first film -

b€ basic. characteristics of his
developad stvle:
ftraordinary svents; the suspense story that has
provided the basis of nearly all his films: and
taberantly  imaginative cinematic  effects
(inchuding the famous shot through = glass ficor
l{f the lodger racing his room above the family
iting-rootn, eloquently conveying the impres-
siom of senind), Because of z feraporary shortage
of extras, litchcock hirnself appearad in The
%Udsz??’; subsequently a glimpse of his rotund
orm becarme an obligatory gag, occurring in
ilmost all kis fims. |

o DRACRMARL {1929} was the first British feature
S with  synchroncus souwnd; and  already
ﬁzowed the characteristic -interplay of sound-
Tack and editing that distinguishes his work
ih“’}h%il«t}-ﬂﬁt his career, It introduced his recurrent
WOl of the chiase, which he bas developed with
Erea_t “xperlise by the dramatic uss of rapidly
SeIgIng settings antl a blend of realism and
L2y ilzatge‘fr} that achieves the vivid impaf.:t
i MI%I m’i rua,‘}*()ﬂ.@mng the snccess of Black-
iflch:di __}l_tff.(bi}ck c{xmcte:d' 2 varigry Qf films
evarfa ng of".‘f.m::trsuxzné: th gatrlz;g}_ adaptations and
outgia wsieal, Weltzos Srom Vienna (1933). His
. Ading films of the thirties were ali thrillers;
MAN w0 xNEW Tou MUCH (1934}, 1HE
Gf‘f;nl*;vf STEPS (1933), saRoTACE (1936, 4
{1934, 5 fj“m_‘?‘rm Us), and THE LADY VANISHES
Sk § :f?; Part {from demcmstratzgg hig increasing
amzf -tgfili.tgmatmg a:lhe .(?orw.znt;gm of suspenge
a 0; y ‘:\?.e :shg‘_ﬁf h};mrmtmducmﬁ; _humour AS
Lagy ;emf‘g dzvice to increase tean.s-;;an. In The
: irn itiﬂi?imhem- he'alsso set hzms.elf the pl:oblil‘n
Soung the action to a restricted setting, 1o

ngrti_ﬁ’-?l:?; lo return later. _
¥ befare the outbreak of war, Hitcheock

Went
to Hﬂﬁ}#‘!ﬁfood under contract to David O.

. SEhy .- . ) -
Em}.&fcf'u [romizally, his frst fim there was a

Thilmet . .
tSutiect, mEsECCA (1940), an impecoabile

the ordinary person tanght up in

f

adaptation of Dsphne du Maurier’s romant
mygiery Story, with an all-British cast th
incladed Joan ronTAMg and Laursnce orivis
It introduced a more psychological approar
into Hitcheook's work; stylistically, too, it was
new depariure For him, building suspense by 4
use of a tracking camera rather than by outiin
SUSPICION  {1941) similarly used the fea
wnducing properties of ungpoken doubts: it ws
weakeped by the producers’ insistence on

happy ending, but marked the beginning
several successful collaborations between Hitcl
cock amd Cary GRanNT, Shadow of a Douw
(1943) also denlt with the growth of suspicion—
in this case well-founded—-and is one of the fe
Hitcheeck fifmis in which the centra! character
also the villaiik of the pisce, Its well-rounde
snall-town setting is snother unusiial feature i
his work. _

In Lifehoar (1944) Hitcheock set himself th
immensely diffioult task of shooting a rourde
mystery within the confines of a ship’s lifeboa
Tre action wiy conveyed chisfly in close-up, s
that the drame became one of nine characters i
conflict {(Hitchcock himself making his appes
ance in & newspaper photograph); the film’s ait
of providing a parable of current imternations
strife was not entively realized, - :

Spelibound (1943), a rourder story with
voguish flavonr of psychoanalysis, used drear
sequences desigmed by Salvador DALY and image
derived irom Freudian symbolism, Ingrid sErs
MAN, who had potable suecess working fo

- Hichooek, starred in Spellbound and again b

NOTGRIGUS (1946). Noforious has a2  vims -
sophistication and clarity of construction, whicl
vombine with the excellent casting to make it on
of Hitcheock's most satisfying Slms.

In 1548, with Rope, Hitchcock became hi:
own producer, Apart from its being his firs
zolour film, the intersst of Rope lies in its experi-
mental shooting technique. The action, which
takes place wotirely in one room, was flmed i
one continuous shot, interrupted only to reload
the camera &t ten-minuote intervals; for conven-
tional cutting Hitehoock substituted tota] camers
mobility. The experiment was interesting if
uesuecesxul, Instead of heightening the intersity
and unity of ihe drama, the technigue produced a
contrived amd monotonous effect. He used a
similar fuid camera style to a lesser extent in
Under Capricom (3 949).

Stage Fright (1950), in which he deliberately

confused the plot with a “lying’ Frasmsack (con-

ventionally cemsidersd a solecism), was one of

his less poparlar flms. His success was wholly

re-established, however, by STRANGERS ON A
TRAIN {1951), a classic example of the ‘verfect
crime’ story. Inf Confess (1953) 2 priest, played
with soeabre intensity by Monigomery CLIFT, 15



acoused oF mMurcer and cannct reveal the rual
criminal without violating the seersey of the con-
fessional. This (with The Wrong Man, 1537:
Frenzy, 1972) is the most overt expression of &
theme central to many Hitcheock filmg, the ‘ax-
change of guilt’ whereby one man is suspected or
acensed of another’s crime. mEAR T8,
(1934) presented another self-lmposed physical

problem: the viewpoint is that of a convalescent
who, passing his time observing his g

hbonrs,
chances o witness & murder. It starred James
STEWART, liks Cary Grant remarkably effective
s the puzzled hers caught up in bewildering
events, a constantly recurring charscimr in the
Hitcheock canon. Ty Caich g Thigf {1953), wit
Cary Grant as another Hitchcock horo, made
gxciting use of a giossy Riviera setting, pur-
ticularly in the car chase sequences.

In 1856 Hitcheock remade The Mun Who
Enew Too Muck in big-brdget Hollyrwend style.
It was at first received as 2 pale shadow of the
crigival British version, but with revaluation of
his later films its merits have gained recognition’
THE TROUBLE WITE HaRey, released in the same
year, was & macabre story depicted in exquisiie
suturonal settings and handled with a whimsical
humour that was redsived with extremes of
Gelight and detestation. Hitchoock ended the
decade with two major films which sum up the
two main trends In his work: NORTH BY NORTHE-
WEST (1939) capping all his previous chase Sims

in its extravagant fantas , which had more than g

touch of self-parody, and rsvemo (1964), & hor-
rer story with all the trappings of migladrama
and one of the most successful of his DSYeilo-
logical thrillers. S

The Birds (1963) was an attempt 1o derive
horror from an wnexplained natural sourcs (&
vicious attack on the human race by focks of
birds} rather than a hyman villainy- Marnie
(1264) dealt with the psychelogical explanation
of eriminal acts by a pretty voung woman;, Forn
- Curtain (1966), a spy story set in East Ererany,
retorned to the chase formula, and Topar (1969)
again used a spy story, but without the climiactic
action sequences that audiences have come @
expect. In his thriller Frenzy (1972) Hig
veturned to Londor, but the Agatha Chyistie-lie
atmosphere combines uneasily with ths explicit
unpleasauiness of the murders commitied,

He bas also produced, introduced, and inter-
mittently  directed two  successful television
series, using them to try cut new ideas and appmr-
ently deriving much enjoyment from bis role as
‘host. ) ' ’

Hitchcock’s concentration on the suspense
thriller and his exploration and developraent of
the genre is probably unique. His films are chac-
acteristically invested with his personal quality
of sly humeur, resonsceful and imagiative vse

chonek

PN

of technique, and sense of the visuall

Y di“ELI‘ﬂatiC
Although he has very often worked ¢ :

S litgram,
the woviginal is invariably fp &

& 51

sources, | Iy g
similated into his  cinematic APTFOach, His;
lengthy and umeven carser is refiscied iy the

’ i

variety of critical response to his fitma: 80me.
times his British Slms are rated highear, a¢ Others
tis work of the ‘orties or is big-budger pr.
tions of later years. Many French o o , par.
ticularly those of the sarly period of CARIER oy
CINEMA, class him as a {eading AUTEUR Wil py
own distinctive #im language and as Suck he hyg
considgerable infiuence on the NouvELr 5 YAGUS,;
the films of CHABROL, in particular, contaiy
many touchses of homage to Hitcheock, Hig four
flims of the sixties, which were receivad wiy
disuppointment in Britain and Amterica, wers
filed in Francs ag confirmation of ihg View thar
be continued to be in a class of his owp. .
Hitcheock himself, in spite of a1] that fis
admirers claim on his behalf, maintajps g staady
unpreientiousness, prosaically claiming a place
as a skilled entertainer—which he unioibited)
and superbly Is—content to work within the
comnmercial sysiem. Although the plots of hig
fllms frequentiy resolve themnselves g
schematic and implausible intrigues waere depth
of characterization iz sacrificed to dramatic
development, the exuberance of his technical
invention and his use of mientage and visual

 ptylization to maipalate andivnce smotion and
' t0 create and intinsify pure sensation &1 the speg-

tator is unrivalled, - .
. Claude Chabrol and Eric Rohmer, Hiteheock,

- Paris, 1957, Peer Bogdanovich, The oinema o

Alfred Hitcheock,” New York, 1962 Frangois-
Troffant, Le Cindma selon Hitcheook, Pariy,
1966, published in Faglish as Hitcheoek, New

York, 1967, Lovdon, 1968; Robin Weond, Hitgh

cock’s films, Lenden, 1965, New York, 1963,

HITLERFUNGE DUEX, Germany, 1933, Dir
Hans Steinhdff; prod Karl Ritter for URA; ser

- K. A, Schenzinger, B. E, Liithge; ph Konstanfin

Irroen-Tschet; des Benno von Arent, Arthur
Gunther; cast a Fitler Youth (Quat), Heindch -
Guorge (his father), Bertha Drews {ids moilier)
Clans Clansen. ,
Heini Voiker, nickuamed Quex {meroury), e
zon of dedicated Communists, s converted tothe -
cause of Nazism. While distributing elevtion
leaflets in Berlin hé is stabbed by Co momists
and becomes a hero-martyr of the H:  Youth
Hitlerjunge  Quex  combined .  “uive
emotionalism—-he youth and Fragility © R
the poverty which has induced raiy, rded
political allegiance in his parents—vith the teck .
nical accomplisinment characteristic of Geonid
filos of the time. It was one of the first avowedly
FROPAGANDA films following Hitler’s rise ¥ 4




