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    On the top of the three steps which led up to the door, there stood the long, lanky figure of a man, clad in an Inverness cape and an old-fashioned top hat…


    “Is it not a fact that you let lodgings?” he asked, and there was something shrill, unbalanced, hesitating, in his voice.


    Marie Belloc Lowndes, The Lodger


    


     


    She sat down on the bed, rehearsing dully, as a beginner might, the first lines of that colloquy. “What’s happened?” “Murder!”


    Clemence Dane and Helen Simpson, Enter Sir John


    


     


    The bare bones of the tale were all that was in the book — these, and one queer phrase which occurred half a dozen times inside brackets. “(Thirty-nine steps)” was the phrase…I could make nothing of that.


    John Buchan, The Thirty-nine Steps


    


     


    There was nothing he need fear in a search, but the impression that it had been made confirmed his suspicion that he had been denounced to the authorities as a secret agent.


    W. Somerset Maugham, Ashenden, or The British Agent


    


     


    “A bomb outrage to have any influence on public opinion now must go beyond the intention of vengeance or terrorism. It must be purely destructive. It must be that, and only that, beyond the faintest suspicion of any other object.”


    Joseph Conrad, The Secret Agent


    


     


    In slight confusion she looked away quickly to the opposite seat. To her surprise, Miss Froy’s place was empty.


    Ethel Lina White, The Wheel Spins


    


     


    Suspicion is a tenuous thing, so impalpable that the exact moment of its birth is not easy to determine. But looking back…[e]ven her very first meeting with Johnnie…seemed a red triangle of danger whose warning she had deliberately ignored.


    Francis Iles, Before the Fact


    


     


    He seemed to see the Paradine Case rise up before him like a huge black shape drawing him on into its devouring darkness.


    Robert Hichens, The Paradine Case


    


     


    No man living knew better [than Bulldog Drummond] that strange things took place daily in London, things which would tax the credulity of the most hardened reader of sensational fiction.


    Sapper, The Third Round


    


     


    We don’t have pages to fill, or pages from a typewriter to fill. We have a rectangular screen in a movie house.


    Alfred Hitchcock on “The Art of the Cinema” (1973)

  


  
    Introduction


    


    Today, Alfred Hitchcock is celebrated largely for the thrillers and psychological dramas he directed after his move from London to Hollywood in 1939, classics such as Notorious, Strangers on a Train, Rear Window, Vertigo, North By Northwest, Psycho and The Birds. Yet from 1926 until his departure, Hitchcock directed no less than 21 feature films in the U.K., principally at the Islington (Gainsborough), BIP (Elstree) and Lime Grove (Shepherd’s Bush) Studios in and around London. During his Hollywood years, he actually returned to London to shoot four additional features: Under Capricorn, Stage Fright, The Man Who Knew Too Much (56) and Frenzy. Further, of his American films, four — Rebecca, Foreign Correspondent, Suspicion and Dial M for Murder  — have notable English settings, while five others — Rope, The Trouble with Harry, The Birds, Marnie and Family Plot — were adapted from English literary sources. Clearly, England, and especially, London, played a formidable role in the life and work of Alfred Hitchcock. He was, of course, born in London, on August 13, 1899. He was also educated here, first at Roman Catholic schools, later at the University of London. He entered the film business here, in 1920, married his one and only wife here in December 1926 and became a father for the first and only time here, in July 1928. He also developed his fascination with crime, detection, sensational trials (and the tabloid-style coverage of these) here in London, not to mention his love of the theatre and his penchant for the gourmet foods and wines proffered by London’s finest restaurants and hotels. And, of course, it was here in London that Hitchcock discovered and developed the motifs, themes and techniques for all those classic films to come, on both sides of the Atlantic: the innocent man wrongly accused; fear of and fascination with the police and their methods; construction of the heterosexual couple; the transfer of guilt; flight and pursuit; love vs. duty (private vs. public responsibility); moral propriety; espionage; murder; attractive villains; sullied heroes; icy blondes; episodic plots; visual storytelling (the true “motion picture”); rapid pacing; montage; climaxes at incongruous public settings; and, of course, the famous MacGuffin, “the thing,” to quote Hitchcock himself, “that the spies are after, but the audience don’t care.”


    In speaking of his trademark cinematic motifs, reference is frequently made to Hitchcock’s so-called “Victorian legacy.” He was, of course, born of “Victorian-age” parents in 1899, less than two years before the death of the British monarch whose name conjures up images of sexual repression and excessive propriety. However, many of Hitchcock’s motifs — international intrigue and espionage, the status of women, violence, class, criminality and the rule of law — more directly reflect the concerns of England’s Edwardian Age (1901-1915), a period of immense economic, social and political change which, of course, coincided with Hitchcock’s own formative years. Thus, it can scarcely surprise us that three of his most important British films should derive from three of the most important crime novels of that era: The Lodger, The Thirty-nine Steps and The Secret Agent (whence Sabotage). Nor, given the Edwardian fascination for crime and detective fiction (including works by Belloc Lowndes, Buchan, Chesterton, Conan Doyle, Conrad, Hornung, Mason and Wallace), can it surprise us that Hitchcock should be drawn and redrawn to tales in which an agent — professional or otherwise — of the law and established order strives against the forces of chaos and anarchy to maintain or restore that order. The director himself acknowledged his Edwardian affinity in the 1964 CBC program Telescope, in which he described Marnie’s Mark Rutland as “a real sort of Late Victorian, Edwardian type of hero…Very strong, very meaty.”


    Yet, for all that his hometown and its culture gave to him (and he to it), Hitchcock would evolve and sustain what can best be described as a “mixed” attitude toward the place of his birth. The patriotic Hitchcock of 1927, who championed English films depicting English ways of life, would, within a decade, become the rather more skeptical Hitchcock who bemoaned his country’s snobbery and class consciousness, its superficial humor, its stifling political censorship and its impoverished film industry’s woeful lack of resources. America, a country that had long fascinated him, was a different story. Hollywood offered the best of everything he wanted and needed (money, equipment, talent), with the added bonus of warm, sunny weather. And so, on March 1, 1939, Hitchcock, his wife, Alma and their 10-year-old daughter, Patricia, set sail for the United States — perhaps to return to England after one or two pictures, perhaps to remain in Hollywood. Hitchcock played it cagey.


    Not long after the outbreak of the Second World War (September 1939), Hitchcock was castigated by some of his fellow countrymen (including former boss Michael Balcon) for abandoning Britain in its time of need. Nothing, of course, could have been further from the truth. Hitchcock had signed his contract with American producer David O. Selznick in July 1938 and was duly bound to honor it. Moreover, the 40-year-old director was actually better able to serve his country’s wartime needs in Hollywood, making pro-British pictures, than in England, where the government had drastically curtailed film production. Later in the war, he actually returned to London to make two short propaganda films for the Ministry of Information, Bon Voyage and Aventure Malgache, both intended as morale boosters for the French Resistance. Yet, Alma was apparently so stung by the unjust criticism that she vowed to make America her permanent home. And that’s precisely what she and her husband did.


    Of course, there were still many trips back to England — to scout for locations, to work on scripts and even to shoot an occasional film. But once he had a taste of life and working conditions in America, there was never any question of a permanent return. “He really wasn’t too fond of making pictures in England after making pictures here,” Pat Hitchcock told me, “because of all the different tea breaks and everything that goes on while they’re making a picture over there. If they have to work late then they have to have a meeting about working late. There was an awful lot of time that he felt was wasted.” And so, on April 20, 1955, Hitchcock took the practical and symbolic step of becoming a U.S. citizen, five years after Alma herself had done so. “They believed,” Pat explained, “that the country where you earned the money was where you should pay the taxes. They abhorred people who kept their money in Swiss bank accounts so as to avoid paying taxes.” The Hitchcocks now had their feet planted squarely on the western side of the Atlantic. Or did they? A quarter of a century later, Her Majesty’s Government offered to bestow an honorary knighthood upon the East London greengrocer’s son and he dutifully accepted. The director was now “Sir” Alfred Hitchcock (an unofficial title, given his U.S. citizenship), born and raised in England, honed to perfection in America: a true Anglo-American hybrid whose best British films betrayed his debt to American cinematic techniques and whose best American films betrayed his debt to his English, and specifically, London roots.


    The purpose of this book, then, is to identify and describe important London locales from the life and work of Alfred Hitchcock; and to celebrate the culture, heritage and legacy of the land of his birth. In fact, Hitchcock’s work itself is a virtual celebration of London life, from bobbies on the beat and barristers at the Old Bailey, to fruit-sellers in Covent Garden and punters at the local pub; from double-decker buses and overcrowded Tube trains to traditional black cabs and even the occasional horse-drawn cart. As the London tour guide par excellence, Hitchcock escorts us to some of the most famous attractions in London (and the world), including the Houses of Parliament, St. Paul’s Cathedral, Trafalgar Square, Piccadilly Circus, Tower Bridge, the British Museum, the Law Courts and both incarnations of New Scotland Yard. He treats us to lunch at the Savoy and Simpson’s, to performances at the Palladium, the Scala and the Royal Albert Hall, then has us around to gatherings at some of the poshest digs in Mayfair and Belgravia. For green enthusiasts he includes stops in Hampstead, Hyde Park and the London Zoo; for railway buffs, he calls in at Euston, King’s Cross, Victoria and Waterloo Stations. He also escorts us to a number of London’s less glamorous districts — to the alleys and back streets of Docklands as it once was, to a seedy cinema in Camberwell, to a deserted house in Amhurst Park and, of course, to Her Majesty’s infamous prisons at Holloway and Wormwood Scrubs. Truly, as the Daily Mail once said of Blackmail (although the sentiment certainly applies more generally), “London is [Hitchcock’s] leading lady.”


    An additional purpose of this book is to help refute the myth (brilliantly exposed as such in Bill Krohn’s Hitchcock at Work) that Hitchcock had already shot and edited his films in his mind before he ever stepped onto the set, that the actual production and postproduction merely executed that which had been meticulously planned and storyboarded weeks or even months before. In fact, examples of rethinking, improvising, experimenting, adding and deleting abound in Hitchcock’s films. To take but one example, from Frenzy, we need look no further than the opening shot of Tower Bridge, which appears under the main titles. This shot, made from a helicopter, begins downriver and slowly tracks in to — and eventually “under” — the bridge. There is then a dissolve to another helicopter shot, above County Hall, where a politician is speaking about a pollution eradication scheme. The myth would have it that Hitchcock had planned these two shots during preproduction and merely executed them on location. The reality is that the tracking shot that ended at the bridge (the one we see in the film) was an improvisation — a last-minute replacement for a helicopter shot that had begun at Tower Bridge and ended at County Hall. (For the reason behind the switch, see the entries for Tower Bridge and County Hall.) Far from impugning Hitchcock’s reputation as an artist, revelations of such ad hoc creativity merely serve to enhance it.


    Another facet of Hitchcock’s approach to filmmaking elucidated here is that of his concern — and occasional lack thereof — for verisimilitude. How long would a corpse take to develop rigor mortis in the late summer? What is the youngest possible age for a Scotland Yard Chief Inspector? How many scratches are there on the tables at the Old Bailey? What kind of wig does a Divorce Court judge wear? What kind of cars would be parked outside the Albert Hall? How would the patrons of a Mayfair pub differ from those of any other pub? What kind of clothes do schoolchildren in Bodega Bay, California wear? Memos and other production documents, as well as interview comments from the director himself indicate that Hitchcock frequently preoccupied himself with such details. However, the documents also reveal that there were limits to that preoccupation. Thus, in a conversation with Stage Fright production supervisor Fred Ahern, Hitchcock explained that he wanted to have a Scotland Yard man assigned to the picture because, “I don’t want to do a lot of things that are wrong.” On the other hand, he quickly added, “I don’t want Scotland Yard to tell me, well, you can’t do this and you can’t do that.” In other words, accuracy should never get in the way of a good story — or expedient filmmaking, a balancing act scarcely unique to Hitchcock. Which is why in Blackmail, for example, a car heading north in one London street, suddenly finds itself making a U-turn in another; why in Sabotage, a boy crossing the river from South to North London actually enters the bridge on the northern side; and why in The Paradine Case, a train approaching one railway station in an extreme long shot, actually arrives at another station in the following closer shot. Again, though, the point is not to asperse Hitchcock, but merely to document his methods, including the mildly audacious confidence with which he frequently fooled us.


    The reader will also note that in addition to dozens of actual filming sites, I have included a number of locations from Hitchcock’s English literary sources, e.g., Belloc Lowndes’ The Lodger, Conrad’s The Secret Agent (whence Sabotage), Iles’ Before the Fact (Suspicion), Armstrong’s “The Case of Mr. Pelham,” du Maurier’s “The Birds” and Canning’s The Rainbird Pattern (Family Plot). In the rush to “auteurize” Hitchcock, it is easy to overlook the fact that the vast majority of his films began as someone else’s novel or play. (Maurice Yacowar, in his 1977 study Hitchcock’s British Films, and, coming up to the present, Ken Mogg, in The Alfred Hitchcock Story, and Charles Barr in English Hitchcock, are notable exceptions.) Many of these books and plays are quite good (Easy Virtue and Rebecca spring immediately to mind) and a few have actually been ennobled as “Literature” with a capital “L” (Conrad’s The Secret Agent, for example). Some have inspired remarkably faithful adaptations (Rebecca, Dial M for Murder, The Trouble with Harry), while others are scarcely recognizable (Jamaica Inn, The House of Dr. Edwardes [Spellbound]). The reasons for the latter — the “unusually bold adaptations,” as Brian McFarlane calls them — apparently reflect Hitchcock’s belief that great works of literature do not necessarily yield great works of film. By avoiding these and concentrating on “lesser” works, Hitchcock could, as McFarlane notes, “simply…take what he want[ed] from source material” and thus avoid the wrath of literary purists. Contrast this view with that of one of Hitchcock’s most famous collaborators, producer David O. Selznick, who wrote (in a memo to Hitchcock himself): “I don’t hold at all with the theory that the difference in medium necessitates a difference in storytelling…In my opinion, the only…omissions from a successful work that are justified are omissions necessitated by length, censorship, or other practical considerations. Readers of a dearly loved book will forgive omissions if there is an obvious reason for them; but very properly, they will not forgive substitutions.” One wonders what Selznick thought about, say, The 39 Steps or Sabotage.


    Yet, Hitchcock could even avoid the book itself, if he chose, for, as he told Truffaut, “I’m content just to take that basic idea, never look at it again, and now make a picture.”1 Conversely, if Hitchcock really liked a book, he could return to it over and over again. The most obvious example is John Buchan’s The Thirty-nine Steps, the first and foremost of the so-called “chase novels,” which blended elements of the traditional thriller and manhunt genres. Hitchcock had already dramatized stories of innocent men unjustly accused in The Lodger and Downhill, but in Buchan’s Richard Hannay the director found his archetypal hero: an ordinary man, wrongly accused, on the run, forced to rely upon his wits (and his fists) to evade both the law and the bad guys. The most obvious examples occur in The 39 Steps, Saboteur and North By Northwest, but the hero who is both pursued and pursuer meanders through everything from Young and Innocent to Frenzy. In fact, the Buchan influence actually predates The 39 Steps, as the director himself reminded Truffaut. “[A] very important thing to remember: John Buchan is a strong influence before The Man Who Knew Too Much…along time before.” Thus, Bob and Jill Lawrence of The Man Who Knew Too Much  — theoretically inspired by Sapper’s Hugh and Phyllis Drummond — also evoke Buchan’s Richard and Mary Hannay in The Three Hostages. The ending of The Lodger, quite different from that of the source novel (in which the title character is actually guilty), may also owe something to Buchan. So while accepting Hitchcock’s distinction between “filling pages” in a book and filling a “rectangular screen in a movie house,” we can still acknowledge that much of what we see on the cinema screen — characters, settings, actions and motifs — originated on the printed page. (For a more comprehensive examination of the ways in which Hitchcock adapted his sources, see Appendix I.)


    In terms of fidelity, Hitchcock’s adaptations may also be divided into those which retain the original British setting and those transposed to America. The former, and by far the larger, category requires little comment, except to note where and, if possible, why the director chose to alter locations described in the originals. In The 39 Steps, for example, St. Pancras Station becomes King’s Cross Station because Hitchcock and scenarist Charles Bennett changed Hannay’s Scottish destination from Galloway to Edinburgh, while in Frenzy, Piccadilly Circus becomes Covent Garden because of Hitchcock’s nostalgia for the famous produce market. The second category, though, raises the question of why Hitchcock sought out English source material, only to transpose that material to America. English film writer Philip French surmised that the director “had to imagine the work, to seize its essence, in a European context before he could realise it in an American one.” The fact is, that after 1939, Hitchcock lived and worked (primarily) in America and created films largely for an American audience. Yet, his subject matter, the themes and motifs that appealed to him, continued to reflect his English roots and, thus, to derive from English sources. Production designer Robert Boyle (who designed two of the “transposed” films, The Birds and Marnie) recalled that Hitchcock generally tried to find American locales that suggested England, such as the California coast that replaced the Cornish one in Daphne du Maurier’s short story “The Birds.” Hitchcock also tried to retain much of the typically English action and dialogue of the transposed works, e.g., the fox hunt in Marnie and Miss Gravely’s deadpan response to the captain and the corpse in The Trouble with Harry. Indeed, the set-up of the latter film, as well as its source novel — the little boy’s discovery of a corpse — evokes (and may well spoof) a rather bizarre Edwardian motif that originated in, of all places, the Boy Scout handbook. The original Scouting for Boys: A Handbook for Instruction in Good Citizenship was written by Sir Robert Baden-Powell, the British military hero who founded the Boy Scout organization in England in 1907. A devotee of Sherlock Holmes and his methods (as well as an important influence on John Buchan), Baden-Powell believed that solving murder mysteries — real or fictional — was a good way for boys to imprint such “masculine” behaviors and virtues as observation, logic, deduction and character assessment. Thus, in his immensely popular and highly influential Handbook, Baden-Powell admonished his young charges: “It may happen to some of you that one day you will be the first to find the dead body of a man, in which case you will remember that it is your duty to examine and note down the smallest signs that are to be seen on and near the body before it is moved.” Poor little Arnie (Abie in the original): He would gladly do his “duty” — if only he could read and write.


    Finally, and perhaps most obviously, Hitchcock reminds us of the English roots of these works in the casting: Leo G. Carroll in Spellbound; Sir Cedric Hardwicke and Constance Collier in Rope, Edmund Gwenn in The Trouble with Harry, Jessica Tandy and Ethel Griffies in The Birds, Alan Napier (and, to a lesser extent, Sean Connery) in Marnie, and Cathleen Nesbitt in Family Plot. In an effort, then, to reinforce the English roots of these so-called “American” films I have thus included a number of the original “pre-transposition” locales in this book.


    For further reference, I recommend Ken Mogg’s The Alfred Hitchcock Story, Charles Barr’s English Hitchcock, Bill Krohn’s Hitchcock at Work, and Tom Ryall’s Alfred Hitchcock & the British Cinema. My research has been based on these and other books (see Bibliography), as well as a careful (I hope) scrutiny of the films and literary sources themselves. I also reviewed relevant materials at the Academy of Motion Picture Arts and Sciences’ Margaret Herrick Library (hereafter, the Academy Library) and the Warner Bros. Archives at the University of Southern California, both in Los Angeles; and the British Film Institute and the City of Westminster Archive Centre, both in London. In addition, I interviewed a number of people who worked with Alfred Hitchcock (see below) and their reminiscences proved invaluable, to say the least. One “interviewee,” director Ronald Neame, prompts a special comment. Nearing 90 when I spoke to him, Mr. Neame knew from the instant I uttered the words “Alfred Hitchcock’s London” why I had rung him. He had served as an assistant cameraman on Blackmail and, thus, might provide valuable information on that landmark production. Unfortunately, Mr. Neamehad, over the years, been nearly “Hitchcocked” to death. Everyone and his brother (and sister) had sought him out for comments and interviews on Hitchcock, whom he did not know well in London, and, frankly, he was rather tired of it all. Moreover, Mr. Neame was working on an autobiography and, as he rightly pointed out, whatever he still might wish to say about Hitchcock should be saved for his own book. I certainly couldn’t argue with that. Yet, as we spoke, briefly, about his own films as a director (The Card, The Prime of Miss Jean Brodie, The Poseidon Adventure, Hopscotch, all of which I admire) and those of other directors, he seemed genuinely sorry that he had taken a vow of silence with respect to interviewers, for, as he told me, “I simply love to talk about film.” But there it was, and Mr. Neame politely, but firmly reiterated his refusal to answer any questions. He concluded our chat by wishing me the best of luck with Alfred Hitchcock’s London and then added that if I would drop him a line upon the book’s publication, he would go out and buy a copy! His promise surprised me and, quite frankly, touched me deeply. The unanswered questions that lay before me now seemed far less important than they had just a few minutes before.
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      One of the London homes of Alfred Hitchcock.
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      Foreign poster for The Lodger.
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    Organization & Key


    


    This book is arranged by location, rather than by, say, event, topic, or film. London districts, e.g., Bayswater, Chelsea, Soho, are listed alphabetically, while location entries within each district are grouped to form convenient walking tours. Letters placed after the name of the location indicate the type of location, i.e., H for a location from Hitchcock’s life, F for a filming location, L for a literary location and C for a real-life crime location (see below). Each entry concludes with directions to the site from the nearest Underground station. London itself is divided into two parts, Central and Outer. The last section, for day trips Outside London, contains a number of English locations outside the capital, including the Langdale Chase Hotel in Cumbria (“Hindley Hall” in The Paradine Case); Menabilly, the Cornwall estate that inspired the “Manderley” of Rebecca; and the Hitchcocks’ former country home in Surrey. These locations are arranged by county, e.g., Buckinghamshire, Cambridgeshire, Cornwall, etc.


    


    H = Alfred Hitchcock Locale: a location such as a home, office, restaurant, or hotel associated with the Master of Suspense.


    


    F = Film Locale: a location depicted in one or more of the films or television episodes directed by Alfred Hitchcock. This includes actual filming locations, e.g., the British Museum in Blackmail, Barrie House in The Paradine House, and Covent Garden in Frenzy; as well as locations recreated at the studio or elsewhere, e.g., the Royal Courts of Justice in Sabotage and the BBC in Foreign Correspondent. The bracketed symbol (F) indicates that a location was filmed (or had been intended for filming) but was ultimately dropped, e.g., St. Martin’s Theatre in The Paradine Case; that a location is referred to but not depicted in a film, e.g., Charing Cross Station in Dial M for Murder; or that a location is associated with a production in some other way, e.g., the judicial costumier Ede and Ravenscroft on The Paradine Case. Quotation marks around the title of an entry indicate that the address is fictional, e.g., “Edgar Brodie’s Home” at 84 Curzon Street in Secret Agent (there is no such number in Curzon Street).


    


    L = Literary Locale: a location depicted in one or more of the Hitchcock source novels, stories, or plays (see Appendix I), e.g., Liverpool Street Station in Goodbye Piccadilly, Farewell Leicester Square (whence the film Frenzy). The bracketed symbol (L) indicates a location that is referred to in one of the literary sources or is otherwise associated with a work or its author, e.g., Selfridges in The Wheel Spins (whence the film The Lady Vanishes) and Menabilly, the inspiration for Daphne du Maurier’s fictional “Manderley.” Quotation marks around the title of an entry indicate that the address is fictional, e.g., “Ordinary Smith’s Flat” at Sloane Avenue House in Man Running (whence Stage Fright).


    


    C = Scene of the Crime Locale: a location depicted in or otherwise connected to a film associated with the real-life world of crime, espionage or police work, such as Scotland Yard and the house of the killer Crippen.


    


    P = “Police Do Not Cross” Locale: a private home or other site that is off limits to visitors, such as Pinewood Studios or Winter’s Grace.


    


    ex = appears before the name of a location to indicate “former site of” or, if the building itself is gone, “site of the former”


    


    Sprinkled throughout the text you will also find a number of “MacGuffins,” trivial facts and anecdotes pertaining to the location under which they are placed. You will also be able to test your knowledge of Hitchcock arcana through the 53 “Ask Mr. Memory” questions (one for each of Hitchcock’s 53 feature films) that appear throughout the book. The answers — and scoring — will be found at the end of the book, before the Appendices.


    


    DIRECTIONS


    


    N = North


    S = South


    E = East


    W = West


    R = Right


    L = Left


    


    UNDERGROUND LINES


    


    BA= Bakerloo


    CE = Central


    CI = Circle


    DI = District


    EL= East London


    HC = Hammersmith & City


    JU = Jubilee


    ME = Metropolitan


    NO = Northern


    PI = Piccadilly


    VI = Victoria


    WC= Waterloo & City


    DL= Docklands Light Railway


    NR = National Rail Service


    


    Place names printed in boldface type within the text, e.g. Forbes House, have entries of their own. Consult the Location List for the entry number of each location.
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    Central London

  


  
    1. Bayswater


    


    1:1


    ex Coburg Hotel (now the Hilton Hyde Park) F


    129 Bayswater Rd, W2


    


    It is to this Edwardian landmark that Babs and Dick Blaney retreat for a night of illicit fun in Hitchcock’s penultimate film, Frenzy. In the source novel the couple stayed in the fictitious Lakes of Killarney Hotel, also in Bayswater Road, while the shooting script sequesters them in the “Pembroke Hotel,” a name still in use during the shoot here at the Coburg. Several other hotels were also considered, including the Sandringham Hotel, the Commodore Hotel, Whites Hotel and the Dominions Hotel, all in nearby Lancaster Gate (see also the next entry). The script originally called for the couple to check in under the names of “Mr. and Mrs. John Smith,” but actor Jon Finch objected that this was an old, unfunny gag (apparently unmindful of its evocation of Hitchcock’s 1941 comedy Mr. and Mrs. Smith). He suggested substituting either “Bernard Shaw” or “Oscar Wilde”; Hitchcock chose the latter, which was thematically relevant in that, like Wilde, Blaney would eventually be held at the Bow Street Police Station. (For another of Finch’s line changes, see Victoria Station.) The hotel’s exterior hasn’t changed much in 35 years, although the lobby, also shown in the film, has since been remodeled. A replica of the reception area was built at Pinewood Studios for closer shots of Dick registering and for the later sequence when Bertie and Glad discuss the Necktie Murderer. As art director Bob Laing pointed out, “It would have been difficult to do those dialogue scenes in a crowded hotel lobby.” The “Cupid Room” and upstairs interiors were built on D Stage at Pinewood Studios; the corridor, swinging doors and lift were, in fact, modeled on their real-life counterparts, which, as a visitor to the hotel will readily note, comprise far too confined a setting to permit filming. The policeman’s POV out of the Cupid Room window (following Dick and Babs’ escape) was shot on location by assistant director Colin Brewer; the view is from the window of the fifth floor landing, overlooking the fire escape. (On the same day, October 15, 1971, Brewer also shot the establishing shots of New Scotland Yard and Oxford Street.) Interestingly, Hitchcock had originally intended to use the back of a building in Piccadilly for the rear of the hotel. To find out more about that building, see Brenda Blaney’s Club.


    


    Station: Queensway (CE) Exit into Bayswater and turn R; the hotel is just ahead on the R.


    


    Ask Mr. Memory 1: What is the number of the suite to which Babs and Dick retire?


    


    1:2


    Sir Simon Flaquer’s Home F


    Barrie House


    Lancaster Gate, W2


    


    This prestigious, portered apartment building was home to Sir Simon Flaquer, the title character’s avuncular solicitor in The Paradine Case. (In the novel, Sir Simon, his wife and two daughters live in Hyde Park Gardens, which, we are reminded, is “just round the corner [from] Lancaster Gate.”) Hitchcock’s second unit photographed the distinctive red brick building from across Bayswater Road, with the now-defunct Christ Church providing an appropriate touch of Victorian class in the background. Indeed, Christ Church was so prosperous during its heyday that it came to be known as the “thousand pound church,” that being the usual amount collected in a Sunday morning service. The church — minus its tall spire — was torn down in 1978 and replaced with an apartment complex supposedly designed to look like a continuation of the original structure. (You be the judge.) Barrie House and the rest of the tiny square look much as they did some 60 years ago. And just in case you were wondering, a 4-bedroom, 2,000 square foot apartment in Sir Simon’s building goes for a cool £1 million ($1.8 million).


    


    Station: Lancaster Gate (CE) Exit R into Bayswater Road; the building is ahead on the R.


    


    1:3


    Horfield Home L


    Sussex Square, SW1


    


    According to Chapter 21 of The Paradine Case, Lord and Lady Horfield live in a large house in Sussex Square, a pleasant, Hyde Park-area setting once home to Winston Churchill. Hitchcock’s adaptation includes scenes set in the Horfields’ Dining Room, but does not mention the location of the house itself. Neither the shooting script nor the director’s instructions to the second unit (for location footage) mention an exterior establishing shot of the house, so apparently none was ever considered.


    


    Station: Lancaster Gate (CE) Exit L into Bayswater Road, veer L into Stanhope Terrace, which leads to the square. Sadly, much of the area has been redeveloped since the Horfields’ day, although the buildings adjacent to Hyde Park Gardens give some idea of the older setting.


    


    1:4


    “Sir Edwin Proud’s Home” L (F)


    9 Cleveland Place, W1


    


    The title character of both the novel and the unproduced film No Bail for the Judge lives with his daughter, Elizabeth, at 9 Cleveland Place, W, “not far from Whiteleys” (Chapter 2). There never was a Cleveland Place in W1 or W2, but there certainly was a Whiteleys, Britain’s first department store, which opened in 1885, closed in 1981 and reopened as a shopping mall in 1989. And, just a few streets over from Whiteleys’ massive Queensway complex, is none other than Cleveland Square, as well as Cleveland Gardens and Cleveland Terrace. This profusion of adjoining Clevelands apparently inspired author Henry Cecil’s choice of names for a clever dodge that is precisely replicated in the screenplay. Briefly, Elizabeth Proud (Prout in the novel) returns home to find a locksmith attempting to break into her father’s safe, the coveted booty — we later learn — being Justice Proud’s extremely valuable stamp collection. Miss Proud promptly confronts the brains behind the burglary, a charming rogue named Anthony Low (Ambrose Low in the novel), who “just happens” to live in 9 Clevedon Place. In fact, Low had taken a lease on the Clevedon Place property precisely because of its name and location, replaced his own lock and key with ones identical to those of the nearby Proud home and dispatched the duplicate key to his locksmith confederate. The latter, in turn, then entered the judge’s home — instead of Low’s — in order to open the safe for which Low, according to the scheme, had supposedly lost the key. In this way, if the locksmith were caught before he could make off with the stamps (as indeed he was), he could simply claim to have confused one house for the other. Clearly intrigued by a man who could dream up such a scheme, Elizabeth decides not to turn in Low if he will help her find the real killer of the Mayfair prostitute, which will clear her father of the murder charge. Near the end of the story Elizabeth is returned here by the real murderer and his mother (!), who have given the young woman an overdose of sleeping pills to keep her from exposing their prostitution racket. To the rescue comes Anthony Low, who has no way to get into the locked house — until he remembers that duplicate key…It is also possible that in selecting the name and number of the judge’s street, Cecil — actually County Court Judge Henry Cecil Leon — a nod was intended to the famous “Cleveland Street Scandal” of 1899, in which some of London’s most prominent citizens were caught patronizing a male brothel at 19 Cleveland Street, Marylebone. For more No Bail locations, see Old Bailey, Shepherd Market and HM Prison Brixton.


    


    Station: Bayswater (CI; DI) Exit L into Queensway and continue to Porchester Gardens, where you will turn R. (Whiteleys is just ahead on the L.) Turn L in Porchester Terrace and immediately R into Leinster Place. At Leinster Gardens turn R then L into Cleveland Square.


    


    1:5


    “Ambrose Chapel” F


    17 Ambrose Street, W2


    


    This is the address of the church that Ben and Jo McKenna visit in an attempt to find their kidnapped son in The Man Who Knew Too Much (56). (It is shown in the telephone directory and repeated in the dialogue.) In fact, there is no Ambrose Street in Bayswater and never has been, although there is a small street by that name off Southwark Park Road in Bermondsey (south of the Thames). It must be stressed that Hitchcock and the film’s first scenarist, Angus MacPhail, had no interest in any real street. What they needed was an ambiguous name that could signify both a person and a place, like the “A. Hall” of the original film, or the “Barmaid Collins” of MacPhail’s February 17, 1955 notes. (The latter would have been misunderstood to refer to a barmaid whose name was Collins, when in fact it referred to a barmaid at Collins Music Hall, Islington Green.) The choice also had to be obscure enough that no one by that name or profession might turn up and sue Paramount Pictures (the film’s production company) for libel. Paramount’s London office was finally able to clear both “Ambrose Chappell” and “Ambrose Chapel,” there being no such person, church or taxidermist by those names anywhere in London. For the same reason, Dr. Ben McKenzie became Dr. Ben McKenna  — there really was a physician by the name of Ben McKenzie and he wouldn’t give permission for his name to be used. Similarly, Abbott, the villain of the original, became first Addison and eventually Drayton, Hitchcock’s third choice after Middleton and Harwood. (The name Drayton actually pops up on more than one occasion in the Bulldog Drummond stories, the original inspiration for the story [see Appendix I].) The Bayswater setting arose because, as Dan Auiler points out in Hitchcock’s Notebooks, MacPhail was concerned about the “anomalous” presence of an American couple in Wapping, the East End setting of the original film (see Geo Barbor, Dentist). MacPhail felt that the parents would “scarcely journey to Wapping, lion’s-denwards, unless they had some effective form of disguise.” Instead, he favored Notting Hill, where “the presence of Americans would scarcely be remarked” and neighboring Bayswater because it is “spotted with odd religions.” Associate producer Herb Coleman and unit manager Doc Erickson actually visited Notting Hill in a vain search for a suitable location, then turned to Waterloo Road in an attempt to fulfill Hitchcock’s desire that the chapel be located near Royal Festival Hall, where the climax was originally supposed to take place. In the end, they found their location in Brixton, at the St. Saviour’s Church Hall.
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      The Coburg Hotel.
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      Sir Simon Flaquer’s home in The Paradine Case.

    

  


  
    2. Belgravia


    


    2:1


    Paradine Home (ex Cuban Embassy) F P


    33 Wilton Crescent, SW1


    


    Constructed in 1827 as a grand entrance to Belgrave Square, the elegant Wilton Crescent quickly attracted its share of rich and powerful residents, including a number of MPs. It’s no surprise, then, that the late millionaire Richard Paradine maintained a London home in such an exclusive enclave. In fact, the first shot of The Paradine Case, following the titles, begins on the northeastern side of the crescent, then pans across the street to No. 33 (just above Belgrave Mews North). Hitchcock and unit manager Fred Ahern discovered the locale — which turned out to be the Cuban Embassy — on a recce to London in April 1946. The Havana government took nearly three weeks to give permission for filming both inside and out. For the Paradines’ country home, Hindley Hall, in Cumberland (now Cumbria), the two men chose the posh Langdale Chase Hotel overlooking Lake Windermere.


    


    Station: Hyde Park Corner (PI) Take Exit 3 R into Grosvenor Place; turn R at Grosvenor Crescent. Follow this to Belgrave Square and look for Wilton Crescent to the R, at the NE corner of the square. Veer R into the crescent and look for No. 33 ahead on the L. Stand at the corner of Wilton Crescent and Wilton Row (to the R) for the view from the film. And in case you were considering a move, private homes in the neighborhood were going for as high as £10 million in 2005. The literary characters occupied a furnished house a little farther south, in Eaton Square.


    


    Ask Mr. Memory 2: A portrait of the late Colonel Paradine hangs above the piano in his home. When, according to his widow, was the painting finished?


    


    2:2


    Forbes House F


    Halkin Street, SW1


    Doubles as: Unnamed Embassy in The Man Who Knew Too Much (56)


    


    In the early months of 1955, The Man Who Knew Too Much production crew (art director Henry Bumstead, associate producer Herb Coleman and production manager Doc Erickson) scoured London’s toniest districts for a suitable building to double as the unnamed foreign embassy in which the climax of the film would take place. (The building was originally intended to represent the Russian Embassy in Kensington Palace Gardens, with the assassinated leader the Czechoslovakian prime minister. In the end, Hitchcock decided to eliminate all specific political and international references.) Among the buildings considered were Crewe House, Curzon Street (near Charlotte Inwood’s Home [1]); the Spanish Embassy, 24 Belgrave Square (near the Paradine Home); and Kenwood House, Hampstead Lane (not far from the Gill Home). By April, Hitchcock had decided that one building would not be enough. Rather, he would require at least four separate locations: one for the entrance foyer and stairway (respectively, where Ben and Jo arrive for the reception and down which Ben will ultimately bring Hank); one for the ballroom (where Jo performs for the prime minister and his guests); one for the kitchen and corridor (where the embassy staff cools their heels while the Draytons escort Hank inside); and yet another for the front and rear exteriors of the building. In May Hitchcock found his ballroom here in Forbes House, a fine, late Georgian home originally built for Edward Hartley, the 5th Earl of Oxford and Mortimer. The majority of the ballroom sequence was shot here on location, although Doris Day’s close-ups at the piano were subsequently filmed in Hollywood. On June 19, Hitchcock came back to Forbes House to shoot: (a) the scene in which the wounded prime minister takes the call from the McKennas and (b) six close-ups of stuffed animal heads (a moose, ibex, alligator, tiger, lion and rhino) that were supposed to “watch” Ben’s fight in the taxidermy shop of Edward Gerrard & Sons. (Hitchcock subsequently dropped this idea, including only a single shot of a lion’s head to conclude the taxidermy shop sequence.) In addition, Hitchcock had planned to shoot the scene in which the Draytons receive a dressing down from the ambassador here in Forbes House, but ultimately staged this sequence in Hollywood on July 19. He had also intended to film the scenes set in the McKennas’Savoy hotel suite here at Forbes House, primarily because shooting in The Savoy itself was out of the question and he wanted to use English actors to portray the couple’s friends. In the end, he found his actors in Hollywood and shot the hotel scenes at Paramount. (For more on the Savoy scenes, see the London Palladium.) For the Embassy foyer and staircase, Hitchcock chose Park Lane House, which means that when the McKennas enter the embassy, they cross from a foyer in Mayfair to a ballroom in Belgravia! (Watch the scenes closely — note that you never see into the ballroom from the foyer or stairs and that you never see out into the foyer from the ballroom.) The embassy kitchen scenes were filmed at the Royal Albert Hall and the rear entrance at nearby Thorney Court.


    


    Station: Hyde Park Corner (PI) Take Exit 3 R into Grosvenor Place and follow this to Halkin Street, where you will turn R. Look for the house ahead to the R. Forbes House is today the headquarters of the Society of Motor Manufacturers and Traders, which acquired the building in 1959. The ballroom, located on the first (U.S.: second) floor, now serves as the Council Room, while the ground floor ambassador’s study serves as the Committee Room. Both are located on the L side of the building, as you face the front.


    


    Ask Mr. Memory 3: Who, according to the ambassador, will be “the death of us all”?


    


    2:3


    “Jonathan Cooper’s Flat” F P


    13 Eaton Mews North, SW1


    


    Novelist Selwyn Jepson located him at “21 Cary Mews” (really Cranley Mews; see entry 22:6), South Kensington. Alfred Hitchcock imagined him in Mayfair, near Charlotte Inwood’s Home (1). But the villain of Stage Fright actually ended up above a garage in tony Eaton Mews North, just a stone’s throw from the most exclusive real estate in London. Exteriors were actually filmed by a second unit, with doubles for actor Richard Todd and the policemen; a small portion of the building and street were constructed at Elstree Studios for the closer shots, including rear-projection footage. The two-story interior — built as two separate, ground level sets — was also filmed in the studio.


    


    Station: Hyde Park Corner (PI) Take Exit 3 R into Grosvenor Place; turn R at Grosvenor Crescent. At Belgrave Square veer Ralong the top of the square, then Lalong the western side. Continue straight ahead into Belgrave Place and then turn R into Eaton Place. Take the first turn to the L and cross under the archway that Jonathan passes beneath while beating his hasty retreat. His flat is around the corner to the R, at No. 13.


    


    2:4


    ex Russian Embassy L


    Chesham House


    30-31 Chesham Place, SW1


    


    For much of the 19th century (and a bit of the 20th), the Russian Empire maintained an embassy here in fashionable Belgravia, still the province of many a foreign dignitary. It was here that Adolf Verloc came for his odious instructions from Mr. Vladimir in The Secret Agent, a scene which Hitchcock transposed to the London Zoo in the film adaptation Sabotage. Actually, author Joseph Conrad does not name the embassy that employs Verloc, but he does name its location — Chesham Square. There is not now, nor was there in the late 19th century (when the novel is set), a Chesham Square in Belgravia. Nor was there a Porthill Street into which the embassy entrance was said to have faced. But there was — and remains — a Chesham Place, and it is reached by walking west from Hyde Park Corner along Knightsbridge, then turning left, as Verloc does in the novel. And, as in the novel, there is “an imposing carriage gate in a high, clean wall between two houses,” one of which is located in Chesham Place and one of which is located in an entirely different street (Lyall, not Porthill), as Conrad humorously notes. Speculation that Verloc’s instructions came from the German Embassy, not the Russian, seems unwarranted given the geographical references in the novel, not to mention the fact that in the late 19th century, Kaiser Wilhelm’s representative was located in 9 Carlton House Terrace, St. James’s.


    


    Station: Hyde Park Corner (PI) Take Exit 3 R into Grosvenor Place; turn R at Grosvenor Crescent. At Belgrave Square veer R along the top of the square, then L along the western side. At the SWcorner of the square, turn Rinto Chesham Place and follow this to the end, where you will turn L. Chesham House — Nos. 30-31 Chesham Place — is just ahead to the L, accessed via Lyall Street.

  


  
    
      [image: Image13] 

      The former Cuban Embassy, which was used in The Paradine Case.
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      Forbes House.
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      Jonathan Cooper’s escape route used in Stage Fright.
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      The former Russian Embassy.

    

  


  
    3. Bloomsbury


    


    3:1


    University of London H


    Malet Street, WC1


    


    Established in a rather complicated series of stages throughout the 19th century, the University of London is in fact a federation of some 50 institutions of higher education, boasting some 44,000 internal students. From its original headquarters in Somerset House, the university moved to Burlington House in 1858 and to its present, purpose-built home, in the 1930s. It is renowned for pioneering the teaching of such subjects as laboratory science, engineering and modern languages, as well as for its long liberal tradition. Indeed, it was the first to appoint a woman professor, in 1912. It was also the first and only university attended by Alfred Hitchcock, who, as a teenager working at Henley’s, began taking evening classes at a branch in New Cross (see Goldsmith’s College). Nearly 30 years later, Hitchcock came to Malet Street itself, where the university’s massive new headquarters, Senate House, had been taken over by the government’s wartime Ministry of Information. (George Orwell would base his towering “Ministry of Truth” upon Senate House and its wartime occupant in the novel 1984.) The Ministry’s films division was run by Hitchcock’s old Film Society friend Sidney Bernstein (see New Gallery Cinema) and Bernstein now required the services of the great director. Specifically, he wanted Hitchcock to write and direct two propaganda films about the French Resistance, which were to be shown in France after its liberation from the Germans. Speaking of Bernstein’s offer many years later to Truffaut, Hitchcock explained that “This was very important for me because I wanted to get into the atmosphere of the war. I wanted to [make] whatever little contribution I could make.” So, on December 3, 1943, Hitchcock flew to London, checked into Claridge’s and immediately began work with Angus MacPhail on the scripts for Bon Voyage and Aventure Malgache (Malagasy Adventure). Both films were shot at the Welwyn Studios in Hertfordshire, to which Hitchcock commuted each day. (See the entry on Welwyn for more on these films and their exhibition.) The following June, Bernstein, now in charge of the cinema section of the Psychological Warfare Department of SHAEF (Supreme Headquarters Allied Expeditionary Force), again enlisted Hitchcock’s services. This time the director was to assist in assembling a joint Anglo-American documentary film of German war atrocities, compiled from service and newsreel footage taken of the liberated concentration camps. The film, then known only as “F 3080,” was to be shown to German audiences in order to “shake and humiliate” them and to prove beyond any doubt that not only did such atrocities occur but that they were the responsibility of the German people themselves. Hitchcock’s role actually began after the first three reels of the film had been assembled. “I wanted somebody to compile it together,” Bernstein, by this time Lord Bernstein, recalled in a 1983 interview. “There was a very good man called [Peter] Tanner, and a number of good editors, but I wanted the imaginative touch that somebody like Hitchcock could give. He came over to edit it and give it some kind of extra thing besides straight documentary.” Among other things, Hitchcock suggested that the film should begin with the camp at Dachau, “emphasising,” in the words of Peter Tanner, one of the film’s principal editors, “the large number of persons here”; that it include long continuous shots, to ensure that audiences would not think that anything had been “faked” (one of these was of the reactions of a Catholic priest, a rabbi and two Protestant clergymen as they inspected a camp); and of maps, with circles drawn around the concentration camps, to graphically demonstrate the proximity of the camps to villages and towns and thus preclude the defense that ordinary people were unaware of the atrocities. The Americans (who had originally suggested director Billy Wilder for the job assumed by Hitchcock) withdrew from the project on July 9 and went on to assemble and screen their own version of the footage. The Ministry of Information then assumed sole responsibility for F 3080, with Hitchcock continuing to work on the film until the end of the month, when he returned to America. By this time, Bernstein had already left the Ministry, but continued to work on F 3080 until the Government shelved the project that September. Apparently, the Foreign Office had decided to take a more conciliatory approach to Germany and believed that such a demoralizing film would hinder the Allies’ efforts to rehabilitate the country. Moreover, since the concentration camp footage was already turning up in other films, the need for and impact of F 3080 was somewhat diminished. In 1952, the film was turned over to London’s Imperial War Museum, where it was titled Memory of the Camps; it finally saw the light of day on American television in 1985, when the PBS series Frontline presented the five surviving reels (the sixth having apparently been lost in Russia) with a narration by Trevor Howard. As for Bernstein and Hitchcock, the two old friends went on to form a production company called Transatlantic Pictures in 1946 and it is to that entry that you should turn for the rest of their story.


    


    Station: Goodge Street (NO) Cross Tottenham Court Road into Chenies Street and follow this to Gower Street, where you will turn R. Just ahead, to the L, is Keppel Street; turn here to see the University’s imposing Senate House, where Bernstein had his offices.


    


    3:2


    Gordon Square (L)


    WC1


    


    Begun by architect Thomas Cubitt in the 1820s (and completed by his executors in the 1860s), Gordon Square today retains few of its original houses and, in fact, has been largely absorbed by the University of London. But its fame has nothing to do with the stature of its buildings, but rather of those who lived in them. For as the commemorative plaque at No. 50 states, Gordon Square was the home of the celebrated “Bloomsbury Group” of writers, artists and intellectuals who lived, loved and worked here in the early decades of the 20th century
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