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Rear Window (1954) 
A Paramount release.  Produced and directed by Alfred Hitchcock.  Written by John Michael Hayes, from a novella by 
Cornell Woolrich.  Photographed by Robert Burks.  Edited by George Tomasini.  Music by Franz Waxman. With James 
Stewart (L. B. Jeffries), Grace Kelly (Lisa Fremont), Wendell Corey (Tom Doyle), Thelma Ritter (Stella), Raymond Burr 
(Lars Thorwald), Judith Evelyn (Miss Lonelyhearts), Ross Bagdasarian (the composer). 
 
“I was feeling very creative at the time,” Alfred Hitchcock has remarked about Rear Window.  “The batteries were well 
charged.”  [The film remains] one of the director’s most popular and discussed works.  It tends to remain in the memory.  
The bold experiment of limiting the point of view to an apartment’s rear window and the successful joining of humorous 
and macabre elements have enabled audiences to recall many key episodes clearly… 
 
Rear Window certainly succeeds as a light comedy-thriller, and the viewer seeking only that level of entertainment is not 
disappointed.  But the screenplay is multileveled, with nearly each line of dialogue and each episode revealing several 
possibilities.  To approach the film only as a light entertainment may in fact indict the viewer with [L. B. Jeffries, the lead 
character]–as an individual who merely peers at the lives of others and leaves unexamined his own inner life. 
 
The film may profitably be studied from several angles.  First, Jeffries and we, the audience, watch through his rear window 
the projections of his/our minds as the possibilities of a relationship develop between him and Lisa.  Second, there is 
implied in the watching the theme of voyeurism.  Related to this, the film exposes the “social contagion” of a suspicious, 
prying view of others’ lives and the corruption of the ideal of neighborly love to which this leads.  Third (and this is the 
film’s most subtle and sophisticated theme), there is an investigation of the responsibilities incumbent on a man devoted to 
picture taking.  And, fourth, there is a mature and unbiased view of humanity, compassionate if unromantic in its refusal to 
affirm the facile “conversion” of a character following a harrowing experience. 
 
In all, these aspects of the film, the subtleties of the Jeffries-Lisa relationship are involved.  In all of them, the 
claustrophobic atmosphere of the apartment contributes to the building of tension a stifling air from which the hero and we 
make a final ambiguous escape by his fall from a window.  There is also a strange, tenebrous quality, dreamlike and 
surrealistic, established primarily through the extraordinary number of fade-outs (used sparingly elsewhere by 
Hitchcock)… 
 
On another level, of course, the film examines the dangerous potential of voyeurism.  And, because of a constant 
identification between Jeffries and the viewer, it is our own potential we are seeing.  Stella (in a rendering of pure gold by 
the late Thelma Ritter) is, like Lisa, initially uncomfortable about Jeffries’ spying on others.  She says, “We’ve become a 
race of Peeping Toms.  What people ought to do is get outside their own house and look in for a change.”  This is 
Hitchcock’s clearest warning.  What Jeffries should do is to look into his own house, his own mind and heart—not make 
psychological projections onto other people.  The film apparently endorses introspection rather than literal or psychological 
voyeurism.  Stella calls him a “window shopper,” and it is important that Jeffries does his “shopping” from the wheelchair 
(much as the viewer of a film does his from the seat in a theatre)… 
 
        --Donald Spoto, The Art of Alfred Hitchcock, 1976 
 
 
Alfred Hitchcock on the appeal of making Rear Window: “lt was a possibility of doing a purely cinematic film.  You have 
an immobilized man looking out.  That’s one part of the film.  The second part shows what he sees and the third part shows 
how he reacts.  This is actually the purest expression of a cinematic idea.  [Vsevolod] Pudovkin dealt with this, as you 
know.  In one of his books on the art of montage, he describes an experiment by his teacher, [Lev] Kuleshov.  You see a 
close-up of the Russian actor Ivan Mosjoukine.  This is immediately followed by a shot of a dead baby.  Back to 
Mosjoukine again and you read compassion on his face.  Then you take away the dead baby and you show a plate of soup, 
and now, when you go back to Mosjoukine, he looks hungry.  Yet, in both cases, they used the same shot of the actor; his 
face was exactly the same.  In the same way, let’s take a close-up of [James] Stewart looking out of the window at a little 
dog that’s being lowered in a basket.  Back to Stewart, who has a kindly smile.  But if in the place of the little dog you 
show a half-naked girl exercising in front of her open window, and you go back to a smiling Stewart again, this time he’s 
seen as a dirty old man!”  (Hitchcock quoted in François Truffaut, Hitchcock, 1967) 


