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Hitchcock: An Everlasting Legacy 

By J.R. Jordan 

 

Alfred Hitchcock’s Torn Curtain, debuting during the summer of 1966, was not warmly 

received by audiences and critics alike. The film nevertheless remains significant, especially for 

one particular reason. It marks Hitchcock’s fiftieth achievement as a director of motion pictures. 

Oddly enough, the premiere of Torn Curtain was scheduled for a Thursday morning. Furthermore, 

it did not take place in Hollywood. Boston’s Music Hall Theatre instead hosted the festivities. 

Hitchcock did not fret. He was only too happy to enlighten the horde of fans and reporters in 

attendance. As always, Hitchcock was accompanied by his ever-loyal wife, Alma Reville, who 

deemed it best to keep a considerable distance between herself and the crowd. Also in 

attendance was a young teen by the name of Stephen Rebello. He paid close attention to Ms. 

Reville’s demeanor, essentially taking note of the stark contrast between husband and wife. She 

clearly did not care for the spotlight. Hitchcock did, and Rebello pondered what it must be like 

for one to live in the shadow of the world’s greatest filmmaker. 

Decades later in 1990, Rebello’s Alfred Hitchcock and the Making of Psycho was published. 

It meticulously explores the film’s behind-the-scenes details. Particular attention is especially 

granted to Robert Bloch’s original novel, Psycho. Hitchcock, in 

short, fought tooth and nail to get the film produced. Rebello 

himself became determined to adapt his own book into a major 

motion picture. Alas, he encountered one roadblock after 

another. It was not until the early 2010s when filmmaker Sacha 

Gervasi joined Rebello’s cause with the intention of directing 

the forthcoming adaptation. The Montecito Picture Company, 

co-owned by Ivan Reitman and Tom Pollack, had earlier 

confirmed it would produce a potential film but had trouble 

finding a distributor. Fortunately for everyone involved, luck 

was on their side. Anthony Hopkins and Helen Mirren, both 

Academy Award winners, agreed to appear as Mr. and Mrs. 

Hitchcock respectively. The final pieces of the puzzle fell into 

place by February 2012. Fox Searchlight Pictures would 

distribute the film, simply titled Hitchcock, and on April 13th of 

that year, principal photography commenced. 

The date is July 8, 1959, and North by Northwest has just premiered at the United Artists 

Theatre in Chicago. Alfred “Hitch” Hitchcock (Hopkins) basks in the glow of approval from those 

present, but when a reporter (Jon Abrahams) suggests the famed director should quit while he is 

ahead, a “fresh” and “different” idea is pursued. Hitch obtains a copy of Psycho and becomes 

determined to adapt it into a major motion picture. Paramount’s Barney Balaban (Richard 

Portnow) is skeptical and refuses to finance the project. Hitch therefore funds it himself. 

Paramount agrees to distribute the completed film, albeit reluctantly. Concerns remain, 
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especially due to the graphic events depicted in Bloch’s novel. Geoffrey Shurlock (Kurtwood 

Smith), head of the Motion Picture Production Code, will not allow a picture with nudity and 

violence to be released, as a specific shower scene has become the subject of focus. Hitch 

nevertheless presses forward with his agenda. He casts Anthony Perkins (James D’Arcy) as 

Norman Bates, the antagonist of Psycho. Janet Leigh (Scarlett Johansson) and Vera Miles (Jessica 

Biel) are soon chosen to portray 

Marion Crane, the film’s heroine, and 

Marion’s sister respectively. 

Meanwhile, Alma (Mirren) and 

Whitfield “Whit” Cook (Danny 

Huston), a screenwriter, spend a 

considerable amount of time 

collaborating on a new script. A wary 

Hitch becomes jealous. However, 

such jealousy does not entirely 

interfere with his infatuation for the 

leading ladies of his own picture. 

Hitch becomes so consumed with 

Psycho, among other things, that he 

collapses from acute exhaustion. In 

time, the film is finally completed. An initial screening does not fare well with Paramount 

executives. Hitch has a sudden revelation in regard to Alma. She must never be taken for granted. 

Together, they “start whipping Psycho into shape.” Shurlock remains unsatisfied, but he and 

Hitch eventually reach a compromise. Following an extensive marketing campaign, Psycho 

premieres, and it is an astounding success. 

During the opening minutes of Gervasi’s film, Hitch relaxes in his bathtub while reading 

the newspaper, which contains a recent review of North by Northwest (1959). Towels 

embroidered with his initials of A.H. hang directly behind him. Hitch takes exception to the 

review, as a critic has declared the film’s “overdrawn” climax to be a key weakness. Yet, the 

scene’s inclusion of the towels is noteworthy, not only because the critic under discussion is A.H. 

Weiler of The New York Times, but also because the initials represent the very individual 

portraying Hitch. Anthony Hopkins received unstinted praise for such a portrayal. It is noteworthy 

for multiple reasons. When the time comes for Hitch to direct a fleeing Marion Crane, for 

example, he becomes transfixed on her character. She drives along a desolate road depicted via 

rear projection. “Poor Marion Crane, always so tight, so respectable, so prim, and so proper. 

Perfect, untouchable, unsullied Miss Crane,” Hitch declares. As he continues to rant, visions of 

Hannibal Lecter, probably Hopkins’ most memorable role, resurface. “We didn’t want an 

impersonator of Alfred Hitchcock. I want the audience to feel it’s Anthony Hopkins playing Alfred 

Hitchcock,” Gervasi said. “We’re never going to exactly impersonate Hitchcock.” Sometimes, 

when a filmmaker sets forth to direct a biopic, the objective becomes relatively clear due to the 
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subject’s amiable personality. Alfred Hitchcock, in short, was far from ordinary. He was a complex 

individual. To produce a film regarding such an individual is a daunting task. Some will say 

Hitchcock is about the making of Psycho (1960). Others will say it pertains to his battle with 

Paramount, or perhaps his persistent obsession with blondes. Between Gervasi and Rebello, as 

well as John J. McLaughlin, the screenwriter of Hitchcock, an enticing narrative was crafted, one 

which explores an ambiguous relationship between husband and wife. Furthermore, a 

fascinating example of historical fiction, in addition to a clever, hidden reference, essentially 

complete the film. 

The ambiguous relationship between Alfred Hitchcock and Alma Reville is of vital 

importance to the narrative, so much that Gervasi ensures it takes center stage. As the minutes 

pass, a personal connection becomes evident. Hitchcock features its share of differences from 

Alfred Hitchcock and the Making of Psycho. For example, Alma is rarely mentioned in Rebello’s 

book. Readers could probably count the total number of occurrences on one hand. Shortly after 

the film begins, however, it becomes clear Alma will factor significantly into the narrative. During 

the aforementioned bathtub scene, a husband 

marvels at his half-naked wife while she 

dresses. “Muhammad had the eyes of peeping 

toms gouged out with arrows,” Alma scolds. 

She then desires for Hitch to comment on her 

outfit, but a husband who has just been 

rejected and shunned does not look at it, 

instead remaining engrossed in his 

newspaper. Alma becomes disappointed with 

Hitch’s supposed indifference. Conflict is 

therefore established, and it naturally sets a 

somber tone. Later, Gervasi captures an image 

of Hitch and Alma in their bedroom. They are 

in separate beds and discuss the upcoming 

production of Psycho. In reality, Alfred 

Hitchcock and Alma Reville’s bedroom 

featured such an arrangement, and Gervasi is 

sure to make a point of it. Time passes, and theatergoers are eventually presented with a scene 

during which Alma purchases a bathing suit. It is a special moment for her. During the following 

sequence, she adorns the suit while diving into the expansive Hitchcock swimming pool. “The 

movie is starting to shift now. It starts to become apparent that this is much Alma’s story as it is 

Hitchcock’s,” Gervasi said regarding the sequence. She starts spending more time with Whit. En 

route to his beach house, they travel via Mercedes-Benz convertible along the Pacific Coast 

Highway. It is no coincidence Georgia Gibbs’ “Tweedlee Dee” is the featured tune. She was the 

grandmother of Gervasi, who purposely included the song in his film because he believes Georgia 

Gibbs, like Alma Reville, is a symbol of the “forgotten woman.” During Hitchcock’s career, he 

often made use of the MacGuffin, a tangible or intangible element that is valuable to a film’s 
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characters but not especially important to audiences. Examples include the music’s coded 

message of The Lady Vanishes (1938) and the uranium-filled wine bottles of Notorious (1946). In 

the case of Hitchcock, Gervasi cites the relationship between Alma and Whit as the film’s 

MacGuffin. Ultimately, it does not amount to much. The relationship exists simply as a means of 

testing Hitch and Alma’s marriage. Gervasi becomes consumed with the instability of their 

marriage, and it dominates the narrative. His approach is understandable. To reiterate, if one 

wishes to produce a biopic of the great Alfred Hitchcock, he or she must realize it is no easy task, 

as there is much to be explored. 

Hitchcock features its share of historical fiction, but the example of Ed Gein, the infamous 

body snatcher who committed several crimes and is also rumored to have unearthed his mother’s 

corpse, perhaps stands out above the rest. The film’s opening scene stresses his importance to 

the narrative, thus setting the stage for what is to follow. Gein (Michael Wincott) murders his 

brother, Henry (Frank Collison), on their Wisconsin farm, and the crime then segues to the 

grandest of entrances. The camera slowly pans to the right, and audiences hear the familiar notes 

of Charles Gounod and Lyn Murray’s “Funeral March of a Marionette”, a piece used as the theme 

of television’s Alfred Hitchcock Presents (1955), and one many associate with the man himself. 

The camera comes to a stop, introducing Hitch. “Oh, good evening,” he says, similar to the 

manner in which he greets viewers during the program’s introductory segment. Regarding Gein, 

he was cleared of Henry’s murder upon citing smoke asphyxiation as the cause of his brother’s 

death. Meanwhile, Hitch, suggesting Gein’s exoneration paved the way for additional horrors, 

continues his speech to theatergoers as he declares, “If [the authorities] hadn’t believed him, Ed 

Gein would never have had the opportunity to commit those heinous crimes for which he became 

most famous, and we, of course, well…we wouldn’t have our little movie, would we?” Gein’s 

inclusion in the narrative revolves around Norman Bates, and historical details were embellished 

in order for audiences to draw a clear parallel between both individuals. The mother figure is key. 

Gein has remained notorious among historians for being a body snatcher. He was also close to 

his mother. When she passed, Gein sealed off her bedroom and then buried her. The headstone 

was engraved with one simple word: Mother. A popular theory suggests Gein exhumed the 

corpse shortly thereafter, but such a theory has never been proven. As Bloch was in the process 

of finishing Psycho, Gein’s crimes became public knowledge. The headlines captivated the 

attention of many. An intrigued Bloch therefore alluded to Gein in one of the final chapters. 

Contrary to popular belief, though, his novel has very little to do with Gein. In Hitchcock, the 

titular character purchases a copy of Psycho, and a flashback soon reveals Gein lying in bed with 

his dead mother. Multiple flashbacks ensue throughout the narrative, and associations between 

Ed Gein and Norman Bates grow stronger. The former’s inclusion in the narrative, however, exists 

primary for Hitch’s benefit. Through the flashbacks, a man converses with the dead, and a 

personal relationship develops. Emotional distress becomes Hitch’s worst enemy. “You just can’t 

keep the stuff bottled up,” Gein says to him at one point. Hitch eventually collapses and is 

confined to bed rest. Several factors are contributors. The production of Psycho is merely one. 

Much is left to be explored, but naturally, a biopic running less than two hours cannot include 

everything. 



Throughout the duration of Hitchcock, several of the master’s films are acknowledged by 

name, including Rope (1948), The Wrong Man (1956), and Vertigo (1958), but a hidden reference 

to one which goes unmentioned highlights a key moment of the narrative. It was Gervasi’s 

intention to salute Dial M for Murder (1954). Instead, another of Hitchcock’s works is 

inadvertently referenced. Seconds after Alma concludes a phone call with Whit, the phone rings. 

She believes he is calling to continue their conversation. Alma picks up the receiver and asks, 

“Whit? What did you forget now?” There is dead silence as Hitch listens on the other end. It is a 

tense moment not only for the characters, but for theatergoers as well. During the scene, 

Gervasi’s camera captures a unique image of the phone, and through the inclusion of such an 

image, he purposely references Dial M for Murder. Interestingly enough, the scene is more 

reminiscent of Rear Window (1954): 

L.B. Jefferies (James Stewart), a man confined to his Manhattan apartment, waits for his broken 

leg to heal. Days pass, and chronic boredom becomes commonplace. To pass the time, Jefferies looks out 

his window and surveys the activities of his neighbors. Lars Thorwald (Raymond Burr), a jewelry salesman, 

attracts the most attention. Upon the narrative’s conclusion, Jefferies has determined Thorwald 

murdered his invalid wife, and he phones Tom Doyle (Wendell Corey), his detective friend, to disclose the 

sordid details. The conversation concludes shortly thereafter. Meanwhile, Thorwald has become privy to 

the spying of his nosy neighbor and prepares to confront him. Jefferies is next to the phone when it 

suddenly rings. Believing Doyle to be the caller, he picks up the receiver and says, “Hello…hello, Tom. I 

think Thorwald’s left. I don’t see…” The line disconnects. Thorwald essentially receives confirmation that 

Jefferies is aware of the murder, and the latter’s life is now in grave danger. 

The sequence is perhaps the most terrifying of Rear Window. Jefferies expects Doyle to be the 

caller, as does Alma with Whit. “I enjoy playing the audience like a piano,” Hitchcock once said. 

As Gervasi directed his own film, he intended to evoke similar reactions from audiences. By and 

large, Hitchcock is an entertaining work of historical fiction. Gervasi nevertheless understood all 

too well that nobody is able to match the skill and expertise of the one and only Alfred Hitchcock. 

 
Alfred Hitchcock directs The Mountain Eagle. The photo is seen briefly in Hitchcock and marks the 

master’s one and only true appearance of the film. 



 Principal photography of Hitchcock transpired over the course of thirty-five days, 

wrapping on June 1, 2012. The post-production team then worked diligently to meet its deadline. 

“We delivered the film on Halloween, October the 31st, completely locked, scored, everything, 

and then we debuted it November the 1st,” Gervasi said. To the surprise of many, Hitchcock 

received only one Oscar nomination. Howard Berger, Peter Montagna, and Martin Samuel were 

all honored for Best Makeup and Hairstyling, but the award was instead presented to Lisa 

Westcott and Julie Dartnell for their contributions to Les Misérables (2012). In retrospect, 

Hitchcock should have received more nominations, especially since its cast features the likes of 

Anthony Hopkins and Helen Mirren. Others, too, contributed significantly to the effort, only to 

be shunned by the Academy. Danny Elfman’s magnificent score, for example, has often been 

overlooked. He is perhaps one of the film’s greatest supporters. Elfman’s dedication to Hitchcock 

became especially evident when the production’s budget was stretched thin, and he took it upon 

himself to personally cover the remaining unpaid salaries of the orchestra’s performers. On the 

whole, Gervasi’s set was generally free of distress and tension. Marshall Schlom, the script 

supervisor of Psycho, was present at one point and thoroughly enjoyed his visit. He was so moved 

by Hopkins’ performance that he approached the accomplished actor, hugged him, and said, 

“Thank you for giving me my memories back.” 

In specific regard to Psycho, Hitchcock’s daughter, Patricia, was cast in the role of a 

secretary named Caroline. Curiously enough, her character is not represented in Gervasi’s film. 

She is furthermore never mentioned. When questioned about Patricia’s notable absence from 

his picture, Gervasi claimed she was married with two children at the time of the film’s setting. 

Patricia was also not living in the Hitchcock home. Gervasi is therefore able to cite the “empty 

nester” theme as a contributing factor to Hitch and Alma’s supposedly troubled marriage, 

questioning what happens to a relationship when children leave the home. In addition to Psycho, 

Patricia appeared in two more of her father’s films: Stage Fright (1950) and Strangers on a Train 

(1951). For decades, she continuously championed her parents’ contributions to cinema until her 

passing at the age of ninety-three on August 9, 2021. “It’s sort of an end of an era now that 

they’re all gone,” Tere Carrubba, Patricia’s daughter, told reporters shortly after her mother’s 

death, and although a special era has perhaps concluded, an everlasting legacy will nevertheless 

endure from one generation to the next. 
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