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Introduction
In 1956, at the peak of his popularity, Alfred Hitchcock began a working 
relationship with the composer Bernard Herrmann. Their collaboration 
included the films The Trouble with Harry, The Man Who Knew Too Much, The 
Wrong Man, Vertigo, North By Northwest, Psycho, The Birds and Marnie — some 
of the greatest works by the Master of Suspense. After only ten years the two 
geniuses suddenly and inexplicably parted company and never spoke to each 
other again. Hitchcock & Herrmann by David Knijnenburg investigates the real-
life mystery of these two great men.
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Foreword
I was staying with David as his guest during the time he wrote Hitchcock & 
Herrmann. He was a generous, gracious, patient host. My focus for much of the 
time was planning, preparing and, ultimately, successfully applying for drama 
school. I had returned from overseas for this purpose alone and hermitted 
myself at David’s house, somewhat by necessity. I am indebted to David for 
his companionship and support during that tumultuous period. For most of 
the time I’ve known him, which now happily spans over 20 years, he has been 
someone who has had many irons in the fire. I have known him to juggle 
being an actor, director, writer, voiceover artist, painter, publicist and all round 
nice guy. And it was from this prodigious output, that Hitchcock & Herrmann 
emerged. His passion for the subject matter was infectious. During that summer 
of 2004-2005, I watched on as the play came together, and David’s impressive, 
convincing transformation into Hitchcock with it. Having been present for the 
journey of its creation, I was honoured and delighted to be asked to share the 
stage with him for its first moved reading at 4MBS in Brisbane. It was one of the 
last things I did in Brisbane before moving south to start my studies. Performing 
with David in this fascinating play I had watched him write about the friendship 
and collaboration of Hitchcock & Herrmann was a perfect coda to a treasured 
time spent with a dear friend. 

I’m delighted that after all these years it is deservedly receiving publication. 

Yalin Ozucelik
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Hitchcock & Herrmann
1. Alfred Hitchcock Presents Theme — 1’28”

HITCHCOCK Good Evening. My name is Alfred Hitchcock. Firstly I’d 
like to commend you all on your obvious good taste in 
choosing to come along to this evening’s performance. 
Given that my popularity is still as high as it has ever 
been, it will no doubt come as something of a surprise 
to each of you to learn that I have, in point of fact, been 
dead for twenty-five years. I will give you a moment to 
ponder over the swift-moving hands of time in just a little 
while. However before that I must complete the desultory 
portion of my introductory tasks. As the title suggests, this 
playlet is not entirely about myself, despite the engaging 
subject matter such a show would detail. No. This evening’s 
programme will also include Mr Bernard Herrmann and 
more particularly the collaboration between us and how 
our two geniuses created some of the greatest motion 
pictures of all time … You may gather that even in death I 
have been able to maintain my keen intellect and demure 
sense of modesty.

HERRMANN Good Evening. My name is Bernard Herrmann. There’s 
every chance that some of you may have never heard of 
me, despite the fact that I have composed some of the 
greatest music of the twentieth century. A child prodigy, 
I attended the Juliard School, Columbia University and 
studied with the great Aaron Copland. I always considered 
myself a serious composer and, although others may 
have done so, I never considered film music to be the 
poor relation to opera or ballet. To me, the musical score 
of a motion picture is and always has been every bit as 
important as the acting, the script and the cinematography. 
Alfred Hitchcock, or Hitch as he was known by his friends, 
could be quite a difficult man but it was true that he was 
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a genius and it was also true that during the time that 
we worked together we made some wonderful motion 
pictures. Of course at times he was very bitter about his 
lack of recognition — he finally received a knighthood 
from the Queen only a short time before his death, but he 
never won an Academy Award, even though others around 
him, including myself, did …

HITCHCOCK  [interrupting] I believe that you have heard quite enough 
talk for the time being and that we should proceed with 
the musical programme.

HERRMANN gestures accepting an award.

2. The Trouble With Harry — 6’03”

 I met Bernard Herrmann, or Benny as he was known to 
all, when I found myself in need of someone to write the 
score for my latest picture The Trouble With Harry. Lyn 
Murray, a very talented Englishman who had written 
the music for my previous movie To Catch A Thief, was 
unavailable and suggested Mr Herrmann who was a friend 
of his. My major stumbling block was in finding someone 
who could understand the lightness of the subject matter. 
Certainly the film was about a death, but it was a comedy, 
a macabre or a “black” comedy if you will, so it required a 
certain lightness of touch, which, as you can hear, Benny 
certainly achieved.

HERRMANN We actually first met years earlier at a party at Sardi’s. 
Hitch had just made Rebecca for David O. Selznick and I 
had just done the music for Orson Welles’ Citizen Kane 
and The Magnificent Ambersons. We talked for ages and 
discussed the possibility of working together on some 
project but it wasn’t for another fifteen years that we 
would meet again. The Trouble With Harry was the first 
time that I worked at Paramount. My friend Lyn Murray 
had already worked there and told me how much I would 
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enjoy working with their orchestra. He also prepared the 
orchestra by telling them what a tremendous talent I was. 
Of course once I arrived there it was a total disaster. They 
were sloppy and they resented the fact that I demanded 
perfection. I was particularly hard on the oboe, but only 
because there were so many solo passages that needed to 
be just right.

HITCHCOCK Foreigners travelling abroad are a breed apart. They 
can invariably be singled out from a great distance in 
the largest of crowds. Where other species, when out 
of their natural habitat will do their best to appear 
inconspicuous and blend in to their new surroundings, 
the tourists seem to go out of their way to be as obvious 
as they can be. And American tourists are amongst the 
worst. Of course it is not their fault. Foreign languages 
are not taught in schools in the United States. It is 
unnecessary. Anyone who is truly serious about life 
will learn and speak English. Similarly when travelling 
it is of no consequence to learn even the most simple 
and introductory expressions in the tongue of one’s 
destination, since, if one speaks English in a very loud 
voice, one can always be understood. Furthermore, 
not content to don the most incongruous of travelling 
apparel, they will adorn themselves with all manner of 
expensive jewellery, photographic equipment and other 
accessories. Whilst this will generally achieve the desired 
effect as humble locals will look up from their bowls 
of rice with expressions of glowing admiration, it may 
also attract the undesired attention of members of the 
criminal fraternity. This may result in the unpleasant 
situation of the tourists becoming bereft of some of 
their trappings, or, like one couple on a journey visiting 
Marakech who carelessly and inconveniently misplaced 
their son.
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HERRMANN The Man Who Knew Too Much was only our second 
collaboration but Hitch was very confident of my skill for 
the task. The Man Who Knew Too Much was a film which he 
had made in 1934 when he was still working in England. It 
was a huge success and Hitch had thought of remaking it in 
America as early as 1941. The main reason that it eventually 
came about was that he owed Paramount a picture and this 
was the easiest to redo in modern day. The climax of the 
original film involves a performance of a piece of music 
called Storm Cloud Cantata by the Australian composer 
Arthur Benjamin. For the remake, Hitch offered me the 
opportunity of composing my own symphonic work for 
performance in Royal Albert Hall. It was a great honour and 
most composers would probably jump at the chance, but  
I was so impressed by the original piece that I decided to 
retain it. Of course I orchestrated it to give it a bigger sound 
and to make the most of the London Symphony Orchestra.

HITCHCOCK Jimmy Stewart and I were very, very good friends. Before 
I even had a script for the remake of The Man Who Knew 
Too Much he had signed on to play the lead. Both Jimmy 
and Cary Grant featured in a number of motion pictures 
for me — in a sense they represented for me the everyman. 
There were a number of actors who I liked to use on a 
fairly regular basis — you see their faces crop up from time 
to time — my daughter, Patricia, John Williams, Doreen 
Lang, Leo G. Carroll. There is an often-repeated quote 
attributed to me that I hated actors and referred to them 
as cattle. This could not be further from the truth. I treated 
them gloriously. Probably better than they deserved.

HERRMANN In the 1934 film Hitch didn’t make much of the Conductor, 
however in this version he was to be featured far more 
on screen. I’m not sure whose idea it was or when it was 
decided, but it did make perfect sense for me to appear as 
myself conducting the orchestra …



12 David Knijnenburg

3. Storm Cloud Cantata — 0’59” 

HERRMANN conducting.

 At the end of filming, the London Symphony Orchestra 
gave me a book and in it was inscribed “To Bernard 
Herrmann — The Man Who Knows So Much”.

HITCHCOCK A great many unkind things have been said about me. 
Of course now that I am dead people seem to think that 
they can say what they like. I have been called a monster 
— accused of being in love with my leading ladies and 
making lewd overtures towards them. I will admit to being 
an acknowledged sex symbol, however I was also a devoted 
husband and father. And contrary to popular opinion, I 
have always had the greatest possible respect for the police 
force and bear them no fear whatsoever.

HERRMANN Hitch was scared to death of cops stemming from an 
incident when he was a small boy. His father, who must 
have also had a very perverse sense of humor, sent Hitch 
along to the local police station with a note for the senior 
officer. The note asked him to lock up the boy for five 
minutes, saying “This is what happens to naughty boys”. 
The horror that those five minutes must have been to that 
five-year-old boy has resurfaced through many of Hitch’s 
films. It’s his common theme of the ordinary man, the 
innocent man pursued by the authorities. Probably the 
best example of this was Henry Fonda in The Wrong Man.

HITCHCOCK The Wrong Man was a story that I had heard about and 
found very interesting. The film was something of a 
departure for me in several ways. Because of the nature of 
the subject matter and the fact that it was based on a true 
story, I made the film in what was almost a documentary 
style. This was the only time that I worked with Henry 
Fonda and he was excellent in the part — Vera Miles as his 
wife was a new discovery and I had expectations of very 
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big things for her. She was my original choice for the lead 
in Vertigo and I was furious when whe was forced to bow 
out after she became pregnant. I swore that I would never 
forgive her, but my naturally sweet nature came to the fore 
and I used her again in Psycho several years later. The Wrong 
Man was a very serious film — completely devoid of any of 
my usual comic moments. I even chose to forego my now 
traditional cameo appearance as I felt it would distract. 
Instead I present a pre-credit introduction in silhouette.

HERRMANN The Wrong Man was also a departure for me in the style of 
musical composition. The main theme is a rather jaunty 
dance number reflecting the fact that Henry Fonda’s 
character Manny is a bass player at The Stork Club.

4. The Wrong Man — 2’13”

 However the remainder of the score is a very stark and 
unsettling combination of bass and muted trumpets. In 
many ways it foreshadows the music for my final film, 
Martin Scorsese’s Taxi Driver.

5. Vertigo - Scene d’Amour — 2’26”

HITCHCOCK Vertigo is defined in the dictionary as a medical condition 
causing giddiness, a feeling of dizziness or a swimming in 
the head. It has nothing whatsoever to do with a fear of 
heights. The correct nomenclature for the uncontrollable 
anxiety experienced when faced with a vast distance 
between oneself and the ground is actually the word 
“acrophobia”. However I think you’ll all agree that a 
motion picture entitled Acrophobia would somehow not 
convey the same sense of suspense. Vertigo is a much 
more apropriate appellation. Indeed one would expect 
acrophobia to be a fear of acrobats to work in conjunction 
with coulrophobia which, as I am sure many of you already 
know, is the pathological dread of clowns.
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HERRMANN Interestingly, it would seem that in the popular culture, in 
what could be seen as a direct result of the film, the word 
“vertigo” has now taken on the meaning of fear of heights 
after all. The irony of this and the proof of the power of 
persuasion and the gullibility of the masses will doubtless 
have already occurred to you all. I was particularly satisfied 
with the music I composed for Vertigo. The lack of resolution 
in the music contributes an unsettling feeling to build up the 
tension of the story.

6. North By Northwest — 1’13”

7. North By Northwest — 0’23”

8. North By Northwest — 1’01” 

HITCHCOCK After Vertigo, I was signed by MGM to film an adaptation 
of The Wreck Of The Mary Deare. I had screen writer Ernest 
Lehman fresh from his enormous success writing Sweet 
Smell Of Success. We got along so terribly well that it was 
something of a shock when he came and told me that he 
couldn’t continue with the project.

 He said that the film simply wasn’t working and he was right, of 
course. So rather than abandon the collaboration, I suggested 
we work on another film, which would eventually become 
North By Northwest. I told Ernie that I had always wanted to 
film a climactic chase across the faces of Mount Rushmore.

HERRMANN My music was always a major factor in Hitch’s films, but I 
can definitely say that North By Northwest would never have 
happened if not for me. I introduced Hitch to Ernie Lehman 
and they hit it off right away. Hitch had taken his family for 
a trip to North Dakota and decided he wanted to do a film 
with a sequence on the President’s faces. He wanted to call 
it The Man in Lincoln’s Nose. He had also had another idea 
where a delegate is addressing the general assembly at the 
U.N. and says “I refuse to continue until the delegate from 
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Peru wakes up!” They go over and the delegate from Peru 
has been killed! He was always having these great ideas 
and with Ernie they managed to put a lot of them together. 
And once again the story revolved around an innocent 
man on the run from the police.

HITCHCOCK I have always found the constabulary to be most helpful 
of individuals.

HERRMANN Hitch once called them “New York’s worst” and then they 
somehow didn’t appear to control the traffic when filming 
was happening on Madison Avenue. Hitch was furious but 
he still didn’t learn his lesson. But then he did have trouble 
talking to people. It’s funny really, he could say everything 
to Truffaut, whom he hardly knew, but he couldn’t say to 
people he’d worked with for years that he thought their 
work was any good! It didn’t affect me greatly since I knew 
that my work was good, but …

HITCHCOCK I think most of my films are fantasies. They’re not slices 
of life. They’re all larger than life. North By Northwest is a 
nightmare from one dreadful experience to another.

9. North by Northwest — Title — 2’15”

10. North by Northwest — The Knife — 0’47” 

HERRMANN My choice of a fandango as the main title was considered 
to be an unusual choice, but I think it works magnificently 
and it drives the story onward. I like to think of it as a 
kaleidoscopic orchestral dance designed to kick off the 
exciting route which follows.

11. North By Northwest — The Match Box — 1’54” 

HITCHCOCK Regardless of what you may have seen in motion pictures 
or on the medium of television, disposal of a dead body 
can be an extremely arduous business. For starters a fully 
grown human being can weigh as much as two hundred 
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pounds. Transporting such a weight can be a challenge for 
even the most serious of body builders. Alternatively the 
corpse can be divided down into smaller more manageable 
portions for greater ease of removal and distribution. 
The major drawback flowing from this method is the 
extraordinarily large volume of blood that will necessarily 
result. Not to mention the unpleasantness of having to 
saw through the limbs of another person, however much 
they may have been disliked. No. The clean up after such 
an exercise can be very time consuming and with modern 
technology being what it is, the likelihood of removing 
every trace of evidence is increasingly slim. Even by 
waiting until rigor has set in, in order to minimise mess, 
the slight benefits may be overpowered by the concomitant 
stench of the ensuing decomposition … Although 
Federal Laws now forbid me from making further direct 
recommendations, I am at liberty to provide vague 
allusions to the disposal of unwanted nuisances. From my 
vast experience I have found the most expedient method 
for the squeamish is to make the demise appear as an 
accident. For example, why not lure your quarry to some 
deserted place in the middle of nowhere, from whence 
they can be dispatched with some alacrity and little fuss.

HERRMANN Hitch really understood how to push the boundaries of 
what the audience could endure. For the famous crop-
dusting scene we made the decision to have no music at 
all. So for over eight minutes Cary Grant stands by the 
side of a road in the middle of nowhere with virtually no 
dialogue or sound and still it works brilliantly.

12. Psycho — Suite — 1’58” 

HITCHCOCK It is a widely known fact that is well supported by substantial 
statistical data, that the majority of deaths including murders 
occur in the home. For this reason alone it would seem 
wise of you all to be here this evening. If any of you find 
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yourself with the remotest expectation of danger or plot within 
your own domicile, then may I humbly suggest that you do 
not return there. Available for the finding are any number of 
perfectly comfortable motels, many of them quite reputable … 
However do choose carefully. A room with private bath might 
not always be the best option and it is safer if you book ahead 
as otherwise you may find your stay suddenly cut short.

HERRMANN Psycho was a surprise hit that almost ended up edited down 
to be an episode of the Alfred Hitchcock Presents television 
series. Hitch had been able to make it quite inexpensively 
in comparison to most films, but he began to have second 
thoughts about it. I convinced him that he should wait to hear 
the music that I had written to accompany it. He did. He loved 
it and the film was released. The music that I wrote is scored for 
only an ensemble of strings. No other instruments. I decided to 
match the starkness of the film with a stark sound and I think I 
achieved that rather well.

13. Psycho — Suite — 1’51” 

HITCHCOCK A lot of people looked at what I had done in Psycho and 
said what a dreadful thing to do, how awful and so forth 
but of course to me it had great elements of the cinema. 
The content and such that to me felt rather amusing. It was 
a big joke, you know. And I was horrified to find that some 
people took it seriously. It was intended to cause people to 
scream and yell and so forth but no more than the screaming 
and yelling on the rides in an amusement park. I believe 
in putting the horror in the mind of the audience and not 
necessarily on the screen. This film had a horrible scene at 
the beginning of a girl being murdered in the shower  but 
as the film developed I put less and less physical horror into 
it, but the tension in the mind of the viewer was increased 
considerably. I was transferring it from film into their minds. 
So towards the end I had no violence at all but the audience 
by this time was screaming in agony. Thank goodness.
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HERRMANN Psycho saw Hitch reach his peak of popularity, he had 
never known such a success, but there was still criticism.
One woman wrote complaining that her teenage daughter, 
having seen the film, was now too frightened to take a 
shower. Hitch’s reaction to this was short and simple.

HITCHCOCK  Have her dry cleaned!

HERRMANN In April of 1962 Hitch received a letter from a German 
man named Remi Gassmann. He was the co-designer of 
something called the Studio Triphonium. This was a device 
which was invented by a Doctor Frederick Troutwein and 
was basically the forerunner of the modern keyboard. It 
allowed the taping of sounds — commonplace ordinary 
sounds — which could then be changed and replayed. The 
instrument had already been used by the New York City 
Ballet and there were definitely some distinct and intriguing 
possibilities for use in Hitch’s latest film The Birds. The 
machine would allow sound to be manipulated in a way 
which would be almost musical. Everyone thought I would 
be disappointed that Hitch didn’t want me to compose any 
music for the film, but in fact I was intrigued. So Hitch and 
I travelled to West Berlin to meet with this Remi Gassmann 
and indeed we used the machine. I became adviser for these 
sounds, so instead of writing conventional music — in a way 
I did compose a sort of symphony of bird noises.

HITCHCOCK I’d like to say a few words about The Birds and their 
age-long relationship with Man. Theirs is a noble history 
and through it all Man has played a conspicuous part. 
Man and birds have been responsible for a great many 
advances in our civilisation. For example the bird was the 
inspiration for the invention of gunpowder and it was his 
speed that brought about the development of the shotgun. 
But Man has not been unmindful of his debt to the bird. 
We have honoured our feathered friends in many ways. 
We cage birds and show them off proudly in most of our 
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zoos. And the turkey is traditionally our guest of honour at 
Thanksgiving. I suspect you never realised that if it weren’t 
for birds even some of our passtimes would suffer noticeably. 
Duck hunting, for example. Granted bagging a fellow hunter 
can be diverting, but the supply is rather limited. Naturally 
the egg plays a prominent part in any discussion about the 
Birds. Not a word about which came first, however. I don’t 
believe in dealing with controversial matters. Originally 
there were many varieties of birds on earth. Some have 
become extinct. The Great Orc, the passenger pigeon and the 
famous Dodo bird have all disappeared. Actually they didn’t 
exactly disappear. They were simply killed off, but of course 
this is Nature’s way. Man merely hurries the process along 
whenever he can be of help.

HERRMANN There may have been no music, but Hitch still knew the 
power of music. There was a scene where the actors are 
trapped in a house and as they hear the birds attacking the 
outside they become more and more frantic. The actors 
had to act this scene without the benefit of any actual bird 
sounds. In order to help them Hitch brought in a drummer 
who began softly and increased in volume until ultimately 
it became almost unbearable.

14. Marnie — Suite — 2’09” 

HITCHCOCK After Psycho I was approached by my good friend Princess 
Grace, the former Grace Kelly. She had decided that she 
wanted to return to the screen. Naturally I was enormously 
pleased and presented her with the book Marnie by Winston 
Graham. She loved the story and we set about preparing it 
for her. Unfortunately at the same time there was trouble 
in Monaco and it became increasingly apparent that it was 
going to be impossible for Grace to be away from her home. 
I was understandably disappointed and without her the 
project was cancelled. It was only during production on The 
Birds that I decided that Tippi Hedren should play the part 
of Marnie and the project was promptly revived.
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HERRMANN Although we didn’t realise it at the time, the film Marnie was 
to be the last time that Hitch and I would collaborate on a 
film. All along there had been ups and downs. Hitch could 
be extremely difficult at times and I could occasionally be a 
little exacting myself. But this was also the start of when the 
studio moguls began to stick their noses in. I was told that 
they wanted my music to be more commercial. They wanted 
to exploit the score. I eventually succumbed and provided 
a theme to which words were added. “The theme from 
Marnie” was reworked as a pop song and recorded by Nat 
King Cole, but went absolutely nowhere. I resolved then and 
there that I would not be bullied again where artistic issues 
were concerned.

15. Torn Curtain — 2’04”

16. Torn Curtain — 2’18”

17. Torn Curtain — 1’29” 

HITCHCOCK My next picture, Torn Curtain, was plagued by various 
problems from the very beginning. The biggest disasters 
came early on. My Director of Photography Robert Burks 
and my Editor George Tomasini both passed away as we 
were preparing it — my fiftieth motion picture.

HERRMANN Hitch wasn’t happy with the script. It didn’t have enough 
comedy elements for him — something that was always very 
important to him. Hitch was also under a lot of pressure from 
the studio. Of course all of the philistine pencil-pushers know 
absolutely nothing about film making or music composition 
but that doesn’t stop them trying to dictate how everything is 
done. Hitch, who for so long had been so innovative both in 
technique and in content, was all of a sudden beginning to cave 
in to their demands. They forced him to cast Paul Newman 
and Julie Andrews, about neither of whom he was particularly 
happy. Both were rising stars and Julie had just appeared in The 
Sound Of Music and had won the Academy Award for Mary 
Poppins, but Hitch was never entirely satisfied.
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HITCHCOCK Paul Newman is a very talented actor but he was yet another 
of the so-called method school and insisted on knowing his, 
quote — motivation — unquote, for absolutely everything 
that he was asked to do. Like Martin Landau in North By 
Northwest and Montgomery Clift in I Confess years before. I 
confess I had very little time for these inmates of The Actor’s 
Studio. I remember we were filming I Confess in Quebec 
and Mr Clift came out of the courthouse. He was to look up 
and then I would have a shot of the building opposite — his 
point of view. He caused me no end of trouble. He said “I 
don’t think my character would look up. What is the reason 
for looking up?” I said “The reason is so that I can edit in the 
next shot!” Another time we were shooting a scene where the 
killer played by a lovely actor named O.E. Hasse delivered a 
long and difficult speech which he did in one take. We then 
proceeded to film Mr Clift walking towards him. He had no 
dialogue, but it took us three hours for him to be satisfied 
with his purpose for the walk! Paul Newman was the same. 
He had to question everything that he did or said.

HERRMANN Newman didn’t seem to understand that Hitch’s films 
were thought out to the tiniest degree. Every film was 
thoroughly mapped out by an intricate storyboard process. 
This meant that everything was incredibly precise, but 
it also left very little margin for error. There had always 
been a method to this. Not only did this save money by 
not having to shoot scenes or footage that would not be 
used in the film, but it also meant that the studio couldn’t 
tamper with the film during the editing process. Every 
film was like a jigsaw puzzle with only one way of putting 
it together. Because of this, Hitch felt that he had already 
finished the movie before it had even begun filming 
because he had seen it in his head. This also meant that he 
had no time to waste with actors who were trying to delve 
into aspects of the film which, as far as he was concerned, 
really didn’t concern them.
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HITCHCOCK Paul Newman was constantly sticking his nose in. For 
the sake of the picture I would humour him, but so 
much time was being wasted. For the umpteenth time 
Mr Newman asked me what was his motivation for 
some thing or another. I told him, “Your motivation, 
Mr Newman, is the ridiculously large paycheck that 
you receive!”

HERRMANN Julie Andrews wasn’t any trouble, but Hitch felt she 
wasn’t quite right for the part. And he resented having 
her forced upon him by the studio. Mind you, that 
didn’t seem to stop him kowtowing to them over the 
music. Recordings of the music of a movie had become 
a new boon to the marketing of that movie. A catchy 
score with some memorable themes, or better still, a hit 
song, could be a good little money-spinner. Although 
Hitch had had some such success in the past — “Que 
Sera Sera” from The Man Who Knew Too Much was 
Doris Day’s biggest hit and also won the Academy 
Award for Best Song, but otherwise Hitch was above 
that sort of thing. For him it was about the Art … Or 
so I thought.

HITCHCOCK With certain exceptions, I had always given Benny a 
fairly free hand with his music for my films. Invariably 
his genius would work in harmony with mine. I think 
this is what brought us together in the first instance. 
For Torn Curtain I did have rather definite ideas as to 
how the music should sound and I communicated this 
to Benny in the clearest of terms. I wanted it to be light, 
romantic and lyrical. I was away on a trip to the east 
coast, but continued to be in contact with Benny all the 
while via telegramme. Upon my return I attended the 
studio recording of the orchestra playing Benny’s music 
and to my horror, contrary to my instructions, this is 
what I heard …
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18. Torn Curtain — Prelude — 2’21” 

HERRMANN Light, romantic and lyrical! Pfff! I was never going to 
write something light, romantic and lyrical. I suppose 
I should have known how Hitch might react. When 
Evan Hunter, who had written The Birds was writing the 
script for Marnie he approached Hitch with a dilemma. 
He wasn’t happy writing the scene where Marnie’s 
husband rapes her on their wedding night. He felt that 
the audience would be alienated towards the character 
and would not regain their sympathy. Hitch fired him 
on the spot. I knew this. But then my music speaks for 
itself. Light, romantic and lyrical! For goodness sake this 
is a film about a nightmare behind the iron curtain. How 
could the music be anything but the way I had written 
it? When the Universal orchestra finished playing my 
music for the opening titles they all stood up and burst 
into applause. Do you know how often that sort of thing 
happens? These are jaded studio musicians …

HITCHCOCK I stopped the orchestra recording and fired Mr 
Herrmann. Not only had he disobeyed my instructions 
and delivered a heavy and bombastic score, but he 
had written music for a murder scene for which I had 
specifically requested there be no music whatsoever. 
People must do what they are told. There is only room for 
one Director … We never spoke to each other again.

HERRMANN Once before Hitch and I had argued about the music 
for a scene. Luckily on that occasion he saw sense and 
allowed the cue to be used, since it has now become one 
of the most famous and recognizable pieces of music in 
cinema history. But if he had had his way, the shower 
scene would have been completely silent.

19. Psycho — Shower scene — 1’03” 
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HERRMANN Hitch always stated that the first film we worked on 
together, The Trouble With Harry, though not a great 
success, was one of his favourite films. And I always 
associated the music with him somehow — more than 
with the film. A couple of years after we split I reworked 
the music from the film into an orchestral suite and 
called it Something for Hitch. I went along to see him at 
his offices to tell him about it … But he wouldn’t see me 
… [to HITCHCOCK] You must realise now, Hitch, what 
a ridiculous mistake it all was. Torn Curtain was neither 
critical nor box-office success without my music and 
the few films you produced after that never reached the 
dizzying heights of those from the period that we worked 
together. You made a mistake. Why can’t you just swallow 
your overblown British pride and admit it. Well? After all 
this time, why won’t you talk to me?

HITCHCOCK  [ignoring him] I always wanted to do the longest dolly shot 
in history. The Ford motor assembly line. And you start at 
the very beginning where there’s nothing on the assembly 
line and you follow with the camera as gradually one piece 
gets put on and then another piece. A fender here and an 
axle there and a steering wheel here … And you follow this 
until the car is completely built and rolls off the assembly 
line. It is only then that you see that there is a dead body in 
the back seat.

20. Vertigo — Prelude — 5’07”

End.
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