
Excerpts from Reviews & Critical Comments: Hitchcock & Rear Window

Glenn Lovell, San Jose Mercury News:
Don't resist the urge -- steal a peek at it now, and be reminded why Hitchcock is still without equal in the
clammy thrills department.

Jeff Millar, Houston Chronicle:
The deliciousness of watching the film as it's intended to be seen is that the big screen gives Rear Window
back its claustrophobia

Geoff Andrew, Time Out:
There is suspense enough, of course, but the important thing is the way that it is filmed: the camera never
strays from inside Stewart's apartment, and every shot is closely aligned with his point of view. And what
this relentless monomaniac witnesses is everyone's dirty linen: suicide, broken dreams, and cheap death.
Quite aside from the violation of intimacy, which is shocking enough, Hitchcock has nowhere else come so
close to pure misanthropy, nor given us so disturbing a definition of what it is to watch the 'silent film' of
other people's lives, whether across a courtyard or up on a screen. No wonder the sensual puritan in him
punishes Stewart by breaking his other leg.

Dennis Schwartz , Ozuz’s World Movie Reviews:
Alfred Hitchcock's answer to why he makes films and perhaps his darkest one, both as a romance and as a
thriller. It plays as the ultimate guilty pleasure treat (comparing the viewer to a voyeur who sits in the dark
judging what he sees while being unobserved) and an allegory to the dreamlike workings of the cinema.
Hitch makes the most of his artificial Greenwich Village setting to stage an innovative, suspenseful and
entertaining but morally questionable voyeuristic murder mystery story.

Dan Jardine, Cinemania:
In keeping with the focus of this essay upon Vertigo and Rear Window, look at the similarities between the
female leads in both films. The icy blonde. Cool. Distant. Detached. Aloof. Unattainable. Troubled. Sexy
without being necessarily sexual. Further, add to this how both films provide evidence of Hitchcock's familiar
obsessions with voyeurism (Rear Window, Psycho) and the male gaze as well as the attendant (Catholic) guilt
and drive to violence and/or control that attends the resultant arousal. . . . [and the] dual nature of men and
women (can Grace Kelly's Lisa, a bon vivant New York sophisticate, be at home in the rough and tumble
world of photographer L.B. "Jeff" Jeffries?)

Both films also consider the impossibility of the male-female relationship, though Rear Window is
considerably lighter in that regard, ending as it does on an ambiguously optimistic note. People, and women
in particular, are not who they seem to be, and all that mask wearing makes permanent happiness between
the sexes extremely unlikely. Further, the leads in both films are seen as emasculated in this brave new world.
Jeff (broken leg) and Scotty (vertigo) are damaged goods, reliant upon and yet intimidated and confused by
women. Here Hitch seems to be tapping into a familiar theme of the day, one which runs throughout most
of the best noir of the period, gender confusion surrounding the role of men and women in this post-war era,
which helped to create one of noir's most distinctive attributes, the femme fatale. The similarities between
the treatment of women in these two films ends there, however, as Rear Window's Lisa finds a way to bridge
the gap between genders as the film aims towards happy ending. . .

Louis Giannetti, Understanding Movies:
Truffaut, Godard, and their critical colleagues proposed that the greatest movies are dominated by the
personal vision of the director . . . .   What the auteurs especially admired was how gifted directors could
circumvent studio interference and even hackneyed scripts through their technical expertise.  The subject



matter of Hitchcock’s thrillers or Ford’s westerns was not significantly different from others working in these
genres.  Yet both auteurs managed to create great films, precisely because the real content was conveyed
through the mis en scène, the editing, and all the other formal devices at the director’s disposal.

Each neighbor’s window symbolizes a fragment of Stewart’s own problems: They are projections of his own
anxieties and desires, which center on love, career, and marriage.  Each window suggests a different option
for the hero.  One neighbor is a desperately lonely woman.  Another apartment is occupied by lusty newly
weds.  A friendless bachelor musician occupies a third apartment.  A shallow and promiscuous dancer lives
in another.  In still another is a childless married couple who fawn pathetically over their dog to fill in the
vacuum of their lives.  In the most sinister apartment is a tormented middle-aged man, who is so harassed
by his wife that he eventually murders her.  By cutting from shots of the spying hero to shots of the
neighbor’s windows, Hitchcock dramatizes the thoughts going through Stewart’s mind.  The audience is
moved by the editing style rather than by the material per se or even by the actors’ performances. . . .   Actors
sometimes complained that Hitchcock didn’t allow them to act.  But he believed that people don’t always
express what they’re thinking or feeling, and hence the director must communicate these ideas through the
editing.  The actor, in short, provides only a part of the characterization.  The rest is provided by Hitchcock’s
thematically linked shots: We create the meaning.

David Sterritt, Christian Science Monitor:
Movie buffs can disagree about almost anything, and even the Great Alfred Hitchcock has critics who
consider his style too precise, his characters too passive, his images too artificial. . . . 

“Rear Window” also played to Hitchcock's fondness for exploring bold stylistic and technical ideas. He
relished the challenge of turning traditional cinema on its head - limiting an entire movie to a single room
and the view from its window, and filming nearly all the suspense scenes in long-distance shots with a
minimum of comprehensible sound.

Bosley Crowther, New York Times:
Mr. Hitchcock's film is not "significant." What it has to say about people and human nature is superfical and
glib. But it does expose many facets of the loneliness of city life and it tacitly demonstrates the impulse of
morbid curiosity. The purpose of it is sensation, and that it generally provides in the colorfulness of its detail
and in the flood of menace toward the end.

Jonathan Rosenbaum, The Chicago Reader:
All the little stories about the people around the courtyard — who also include a honeymoon couple with a
sexually insatiable wife who keeps calling her husband back to bed, a recurring gag few other Hollywood
directors could have got away with in 1954; an avant-garde woman sculptor; and a love-starved single
woman dubbed Miss Lonely Hearts (Judith Evelyn) — are variations on a theme concerning what it means
to be part of a couple or to live alone, both situations being viewed darkly. It was an ideological staple of the
Eisenhower 50s that family was everything and going it alone signified some form of quiet desperation and
failure. Here, even the childless couple who sleep on the fire escape are perceived to be unhealthy because
of their highly emotional attachment to their dog, and the lone, unattractive sculptor is seen working on a
genderless figure with a gaping hole in its belly, a piece she calls “Hunger.” 

Robin Cook, Hitchcock’s Films”
The Hitchcock hero typically lives in a small, enclosed world of his own fabrication, at once a protection and
a prison, artificial and unrealistic, into which the “real” chaos erupts, demanding tp be faced. . . 

Robert Stam and Roberta Pearson, A Hitchcock Reader:
     The title Rear Window, apart from the literalness of its denotation, evokes the diverse “windows” of the
cinema: the cinema/lens of camera and projector, the window in the projection booth, the eye as window,
and film as “window on the world.”  The apartment complex, for its part, forms an artistic as well as a social
microcosm.


