Double Indemnity (Wilder 1944)
Hitchcock sent Billy Wilder a telegram after the opening telling him how much he liked
it.
This film came out in 1944, the same year David O. Selznick released Since You Went
Away (1944). Part of the campaign for the latter film were major ads that declared,
"'Since You Went Away' are the four most important words in movies since 'Gone With
the Wind'!" which Selznick had also produced. Billy Wilder hated the ads and decided to
counter by personally buying his own trade paper ads which read, "'Double Indemnity'
are the two most important words in movies since 'Broken Blossoms'!" referring to the
1919 D.W. Griffith classic. Selznick was not amused and even considered legal action
against Wilder. Alfred Hitchcock (who had his own rocky relationship with Selznick)
took out his own ads which read, "The two most important words in movies today are
'Billy Wilder'!"

Jewish paranoia fear random violence
Urban civilized violence
Driven to Darkness Jewish Emigre Directors and the Rise of Film Noir
(Rutgers University Press, 2009)
By Vincent Brook
We've long viewed the film noir genre as the cinematic
descendent, the culmination even, of 1920s German
Expressionism as formulated at Berlin’s UFA Studios by
figures like Fritz Lang, Robert Siodmak, Fred Zinnemann,
Billy Wilder and Edgar Ulmer. What has been less
discussed—and which Vincent Brook tackles so nimbly
and thoroughly in Driven to Darkness—is the role
Jewishness played in their movies and sensibility,
specifically their Jewishness within the often profoundly
anti-Semitic German and Austro-Hungarian empire.
On one hand, the Jews of Germany and Austria were the
most assimilated, successful, influential and comfortably
established of all European Jews. On the other, they were
in some ways the least culturally Jewish, or were until the
rise of Hitler made it impossible to disavow a religion one
had never paid much attention to in the first place. When
the axe came down in 1933, their entire world was turned
upside-down in an instant, a fate repeatedly reflected in the violent insecurity of
characters’ lives in classic noir.
Brook closely traces the various destinies of these filmmakers. Although he may be
stretching his thesis to include Lang, who was born to an Austrian father and a Jewishconvert mother and raised Catholic, in this group. Widely regarded as the “the father of
film noir,” Lang loomed large at UFA and in Hollywood, and Brook finds thematic and
tonal connections to the work of his Jewish contemporaries. But Lang’s subsequent
claims about his rediscovered Jewishness after 1933 have been variously disputed as
debatable, opportunistic, or mendacious.
The other refugees from UFA fared less well in Hollywood and all lost the relative
creative autonomy they’d prized at UFA. Ulmer and Siodmak toiled mainly in B-features
(including the cheapest, bleakest, noirest noir of all, Ulmer’s Detour), while Curtis
Bernhardt, almost as prominent as Lang at UFA, became a low-profile, noir-tinged
director of “women’s pictures” (at least it kept him from having to make Westerns, he
later joked). Yet no matter their budgets and success, all of them somehow distilled the
horrors of Nazism, forced exile, expropriation and sudden “unpersonhood” into their taut,
bleakly fatalistic thrillers and dramas. How they did it, how American they became and
how German and/or Jewish they remained are the themes of this book. Illustrated by
close readings of dozens of their movies, Driven to Darkness is perhaps the most

revelatory and deeply researched study of the genre since James Naremore’s landmark
More Than Night: Film Noir in its Contexts.
Review written by John Patterson.

More Than Night: Film Noir in its Contexts. James
Naremore. University of California Press; Updated and Expanded Edition edition (January 14, 2008)
4.0 out of 5 starsScholarly Analysis of Film Noir as an Idea, not a Category.
By mirasreviews HALL OF FAMETOP 500 REVIEWERVINE VOICE on April 11,
2005
Format: Paperback
In his Introduction, author James Naremore proposes an alternative title for his book:
"Seven Ways of Looking at Film Noir". That's an accurate description of this book's
contents, as each chapter explores a different angle on film noir. But to leave it at that
would be misleading. "More Than Night" is a scholarly analysis of "film noir" as an idea
formed ex post facto that continues to resonate through contemporary media. In other
words, it is less about a particular group of films than it is about a "discourse", to use Mr.
Naremore's word. Some chapters do contain discussions of particular films, themes, and
styles. Naremore takes the view that films that are considered noir do not really have
traits in common, so cannot be categorized in terms of style or genre-style hybrid as most
film theorists do. One consequence of this approach is that Naremore considers more
films to be noir than most people would. Whether one agrees with the author's premise or
not, the breadth of scholarship in "More Than Night" is impressive, and even longtime
noir aficionados are likely to learn something.
Chapter 1 gives us an account of "The History of an Idea", starting with a history of the
intellectual and cinematic climate in France from which the idea of film noir emerged in
the mid-1940s. How the new crop of American crime films were interpreted by surrealist
and existentialist schools of thought. This chapter continues through Paul Schrader's 1972

essay, "Notes on Film Noir". Notice that Naremore considers the "First Age of Film
Noir" to be 1946-1959, as the idea was born in 1946, although many noir films were
made before then.
Chapter 2, "Modernism and Blood Melodrama", explains that the hard-boiled school of
literature was an outgrowth of modernism, which combined with what Graham Greene
called "blood melodrama" films to create film noir. Includes 3 detailed case studies: the
writings of Dashiell Hammett, Graham Greene, and an analysis of Raymond Chandler
and Billy Wilder's adaptation of James M. Cain's "Double Indemnity".
Chapter 3, "From Dark Films to Black Lists", talks about the impact of the Production
Code and challenges the idea that film noirs are basically apolitical by discussing some
social-problem noirs and demonstrating that some artists tried to inject politics into their
films during the black list years.
Chapter 4, "Low is High", addresses the "complex relationship between economics,
reception, and cultural prestige" by providing an interesting detailed study of the
distinctions -and lack of distinctions- between A, B, and intermediate films of the 1940s
and 1950s. The economics of modern low-budget direct-to-video thrillers is also
discussed.
Chapter 5, "Old Is New", makes that point that classic film noir is actually stylistically
rather heterogeneous. It discusses the style of John Alton, the low-key lighting of "Out of
the Past", and the appeal of black-and-white photography. The nostalgic style of
"Chinatown" and the new approaches of "The Long Goodbye" and "Pulp Fiction" are
analyzed, as noir style made the transition from black-and-white to color.
Chapter 6, "The Other Side of the Street", starts off by discussing film noir's
representations of women and homosexuals and moves on to explorations of racial and
ethnic themes. There are sections on Asia -images of Asian characters and Asian cinema,
Latin America -to which classic characters fled for freedom, and Africa -black protest
novels, hard-boiled fiction, and black characters in crime films.
Chapter 7, "The Noir Mediascape", explores the "circulation and transformation of noir
motifs" through the media: movies, comics, television, literature, in the past and present.
This chapter includes the most extensive discussion of neo-noir in the book.
There is a great deal of valuable information and provocative opinion in "More Than
Night". I'm giving it 4 stars, because I think the book is disingenuous on one crucial
point. Mr. Naremore chooses to view film noir as something undefinable, as an idea, not
a category -as "film noir", as opposed to film noir. "Film noir", the idea, the discourse,
certainly exists. There is more evidence of that in popular culture than anyone could
identify. But sometimes, primarily in chapters 1 and 3, the author takes issue with film
theorists who believe that film noir is also a group of films that can and should be
identified and described despite the fact that the group has fuzzy borders. The problem
with this is that these two schools of thought can't realistically debate, because their

purposes are different. The result is that, when Naremore tries to discredit some of the
widely held views of film noir, he can only do so by misrepresenting or misapplying
them. In any case, "More Than Night" isn't light reading or an introductory text, but it is a
knowledgeable, opinionated, and often insightful book for noir buffs, students, and
professors.

Raymond
Chandler
Raymond Chandler: About 16 minutes into this movie,
Chandler is sitting outside an office as Fred MacMurray
walks past. Chandler glances up at MacMurray from a
paperback he is reading, a great clue of his identity.

Billy Wilder writer
1939 Ninotchka (screen play)

Billy Wilder director
1966 The Fortune Cookie

Man Reading
... Book
(uncredited)

1963 Irma la Douce
1961 One, Two, Three
1960 The Apartment
1959 Some Like It Hot
1957 Witness for the Prosecution
1957 The Spirit of St. Louis
1955 The Seven Year Itch
1954 Sabrina
1953 Stalag 17
1950 Sunset Blvd.
1945 The Lost Weekend
1944 Double Indemnity

John F. Seitz cinematographer
had eighteen patents for various photographic processes to his name. These included
illuminating devices, processes for making dissolves and the matte shot. John Seitz
aluminum filings get picked up by the camera as dusty, dry California
1953 Invaders from Mars (as John Seitz, photographed by)
1951 When Worlds Collide
1950 Sunset Blvd. (director of photography)
1945 The Lost Weekend (director of photography)
1944 Going My Way (uncredited)
1944 Double Indemnity (director of photography - as John Seitz)
1942 This Gun for Hire (director of photography - as John Seitz)
1941 Sullivan's Travels (as John Seitz)
1939 The Adventures of Huckleberry Finn (as John Seitz)
1938 A Christmas Carol (uncredited)
1938 Young Dr. Kildare (as John Seitz)
1922 The Prisoner of Zenda (photography)
1916 The Quagmire (Short)

Hans Drier art director Germany's pre-eminent film company, Ufa
Dr Jekyll & Mr Hyde (Mamoulian Frederick March 31)
Shanghai Express (von Sternberg, Marlene Dietrich 32)
Island of Lost Souls (Kenton, Laughton, Lugosi 32)
Duck Soup (33)
Cleopatra (34)
The Glass Key (Tuttle 35)
Beau Geste (Wellman, Gary Cooper 39)
The Glass Key (Heisler, Ladd, Lake 42)
The Lost Weekend (Wilder 45)
The Blue Dahlia (Marshall, Ladd, Lake 46)
Sunset Bld. (Wilder 50)
Dark City (Dieterle 50)
A Place in the Sun (Stevens 51)
Produced
Joseph Sistrom brings Wilder the novel favors freshness of language with
no moral judgement
James M Cain wrote double indemnity in episodes from liberty magazine

Miklós Rózsa score quotes from Cesar Frank's symphony in D
Symphony No 8 in B minor, Unfinished
(1822) (uncredited)
Written by Franz Schubert
First movement (Allegro Moderato) played at the Hollywood Bowl
Schickel: Noir A WWII reaction to perkiness of romance films almost juvenile upbeat
films during the war
and there's this, movies tend to follow popular literary style by about 10 years
Double Indemnity (Wilder 1944)

The title:
NEFF
Look, baby. There's a clause in every
accident policy, a little something
called double indemnity. The insurance
companies put it in as a sort of
come-on for the customers. It means
they pay double on certain accidents.
The kind that almost never happen.
Like for instance if a guy got killed
on a train, they'd pay a hundred
thousand instead of fifty.
PHYLLIS
I see.
(Her eyes widen with
excitement)
NEFF
We're hitting it for the limit, baby.
That's why it's got to be a train.

Hardboiled deflection (embrace) of emotion
B-48 PHYLLIS & THE MAN - WALKING
CAMERA FOLLOWING THEM, a little to one side, so that Phyllis
is clearly seen but the man's face is not.
MAN
(In a subdued voice)
You handle the redcap and the
conductor.
PHYLLIS
Don't worry.
MAN
Keep them away from me as much as
you can. I don't want to be helped.
PHYLLIS
I said don't worry, Walter.
B-49 PHYLLIS & THE MAN, WALKING DOWN PLATFORM, CAMERA NOW
PRECEDING THEM
Only at this point is it quite clear that THE MAN IS NEFF.
NEFF
You start just as soon as the train
leaves. At the dairy sign you turn
off the highway onto the dirt road.
From there it's exactly eight-tenths
of a mile to the dump beside the
tracks. Remember?
PHYLLIS
I remember everything.
NEFF
You'll be there a little ahead of
the train. No speeding. You don't
want any cops stopping you -- with
him in the back.
PHYLLIS
Walter, we've been through all that
so many times.

NEFF
When you turn off the highway, cut
all your lights. I'm going to be
back on the observation platform.
I'll drop off as close to the spot
as I can. Wait for the train to pass,
then blink your lights twice.
Phyllis nods. They go on. Over them is heard the noise of
the train coming into the station and its lights are seen.
[later] DISSOLVE TO:
NEFF'S VOICE
On the way back we went over once
more what she was to do at the
inquest, if they had one, and about
the insurance, when that came up. I
was afraid she might go to pieces a
little, now that we had done it, but
she was perfect. No nerves. Not a
tear, not even a blink of the eyes...
B-70 DARK STREET NEAR NEFF'S APT. HOUSE
NEFF'S VOICE
That evening when I got home my nerves
had eased off. I could feel the ground
under my feet again, and it looked
like easy going from there on it.
COLORED MAN
Didn't know anybody was here, Mr.
Neff. We ain't cleaned your office
yet.
NEFF
Let it go tonight. I'm busy.
COLORED MAN
Whatever you say, Mr. Neff.
He closes the door slowly, staring at Neff with an uneasy
expression. Neff puts the soaked handkerchief back on his
wounded shoulder, then walks heavily over to his swivel chair

and lowers himself into it. He takes the dictaphone horn and
speaks into it again.
NEFF
That was the longest night I ever
lived through, Keyes, and the next
day was worse, when the story broke
in the papers, and they were talking
about it at the office, and the day
after that when you started digging
into it. I kept my hands in my pockets
because I thought they were shaking,
and I put on dark glasses so people
couldn't see my eyes, and then I
took them off again so people wouldn't
get to wondering why I wore them. I
was trying to hold myself together,
but I could feel my nerves pulling
me to pieces....

Neff & Keys love story
Wilder said the love story in the movie is between Neff and Keyes
KEYES
That's enough from you, Walter. Get
out of here before I throw my desk
at you.
NEFF
I love you, too.
He walks out, still grinning.
A-35 EXT. OFFICES - TWELFTH FLOOR
Neff comes out of Keys' office and walks back along the
balcony. Activity of secretaries going in and out of doors,
etc. Neff enters his own office.
NEFF'S VOICE
(Over scene)
I really did, too, you old crab,
always yelling your fat head off,
always sore at everyone. But behind
the cigar ashes on your vest I kind
of knew you had a heart as big as a
house... Back in my office there was
a phone message from Mrs. Dietrichson
about the renewals.
KEYES
Come on, Walter.
Norton doesn't move or speak. Keyes puts his hat on and
crosses towards the door, Neff after him. With the doorknob
in his hand Keyes turns back to Norton with a glance down at
his own shirt sleeves.
KEYES
Next time I'll rent a tuxedo.
They go out.
DISSOLVE TO:
C-5 NEFF - AT DICTAPHONE - (NIGHT)

There is a tired grin on his face as he talks into the horn.
NEFF
I could have hugged you right then
and there, Keyes, you and your
statistics. You were the only one we
were really scared of, and instead
you were almost playing on our team...__________________

The next love scene has her saying you don't care if were together and then he says shut
up baby and they kiss
love blinds Keys

temporarily

fathead

KEYES
(In a voice of stony
calm)
You'll never even make the elevator.
KEYES
How you doing, Walter?
Neff manages a faint smile.
NEFF
I'm fine. Only somebody moved the
elevator a couple of miles away.
KEYES
They're on the way.
NEFF
(Slowly and with great
difficulty)
You know why you didn't figure this
one, Keyes? Let me tell you. The guy
you were looking for was too close.
He was right across the desk from
you.
KEYES

Closer than that, Walter.
The eyes of the two men meet in a moment of silence.
NEFF
I love you too.
Neff fumbles for the handkerchief in Keyes' pocket, pulls it
out and clumsily wipes his face with it. The handkerchief
drops from his hand. He gets a loose cigarette out of his
pocket and puts it between his lips. Then with great
difficulty he gets out a match, tries to strike it, but is
too weak. Keyes takes the match out of his hand, strikes it
for him and lights his cigarette.
FADE OUT:
THE END

The following pages are for an alternate ending that director
Billy Wilder actually shot but later decided against.
Neff fumbles for the handkerchief in Keyes' pocket, pulls it
out and clumsily wipes his face with it. Then, clutching the
handkerchief against his shoulder, he speaks to Keyes for
the last time.
NEFF
At the end of that... trolley line...
just as I get off... you be there...
to say goodbye... will you, Keyes?

More Love

deep focus on the love triangle with Neff as the sappy shuttlecock
“In the scene where Phyllis is listening at Neff's door as he talks with Keyes, Keyes exits
into the hallway and Phyllis hides behind the door. The door opens into the hallway
which isn't allowed by building codes, even back then, but it does give Phyllis something
to hide behind and increases the tension.”

shut up baby

love's flame burns brightly and in the foreground

---------/

Noir talk
Distinct from Agatha Christie well-heeled types trying to figure out who is the murderer
The speeding ticket repartee is pure Raymond Chandler
Chandler was much more about the metaphor than the street talking James Cain
PHYLLIS
There's a speed limit in this state,
Mr. Neff. Forty-five miles an hour.
NEFF
How fast was I going, officer?
PHYLLIS
I'd say about ninety.
NEFF
Suppose you get down off your
motorcycle and give me a ticket.
PHYLLIS
Suppose I let you off with a warning
this time.
NEFF
Suppose it doesn't take.
PHYLLIS
Suppose I have to whack you over the
knuckles.
NEFF
Suppose I bust out crying and put my
head on your shoulder.
PHYLLIS
Suppose you try putting it on my
husband's shoulder.
NEFF
That tears it.
Neff takes his hat and briefcase.

Images
Gobo au gogo
Femme Fatale
Americana

establishing shots darkness and running through red light stop sign

gobo au gogo

don't go in there buddy, it's a trap!

Even the observation car has venetian blinds!
A gobo is a physical stencil or template slotted inside, or placed in front of, a lighting
source, used to control the shape of emitted light . . . The derivation "Go-between" is
from motion picture production, where gobo is an antiquated term for what is now called
a "flag". (wiki)
Chandler’s script has Walter Neff is voiceover mention the sunshine through the venetian
blinds
‘The windows
were closed and the sunshine coming
in through the Venetian blinds showed
up the dust in the air.”

gobos and shadows contrasted with sunshine and Americana

“Palm trees line the street, middle-class houses, mostly in
Spanish style. Some kids throwing a baseball back and forth
across a couple of front lawns. An ice cream wagon dawdles
along the block.”

Femme Fatale
NEFF'S VOICE
It was mid-afternoon, and it's funny,
I can still remember the smell of
honeysuckle all along that block. I
felt like a million. There was no
way in all this world I could have
known that murder sometimes can smell
like honeysuckle...
PHYLLIS
I think you're rotten.
NEFF
I think you're swell. So long as I'm
not your husband.

Figure duplicity in mirror w/ makeup

two shadows!
Billy Wilder chose this house so he had those steps that staircase and that staircase each
step down Neff is further embroiled seduced and the camera choker close up tracks her
walking down with that anklet cutting into her skin and then we tilt up and see the and we
see that same shot twice

At this point a voice comes from the top of the stairs.
VOICE
What is it, Nettie? Who is it?
Neff looks up.
A-15 UPPER LANDING OF STAIRCASE - (FROM BELOW)

Phyllis Dietrichson stands looking down. She is in her early
thirties. She holds a large bath-towel around her very
appetizing torso, down to about two inches above her knees.
She wears no stockings, no nothing. On her feet a pair of
high-heeled bedroom slippers with pom-poms. On her left ankle
a gold anklet.

But I kept thinking about Phyllis Dietrichson and
the way that anklet of hers cut into her leg.

THE CAMERA PANS with Phyllis Dietrichson's feet and ankles
as she comes down the stairs, her high heels clicking on the
tiles. The anklet glistens on her leg as she moves. THE CAMERA
PANS ON.

She liked me. I could feel that. The
way you feel when the cards are...
A-29 ENTRANCE DOOR, DIETRICHSON HOME
In the upper panel the peep window opens and Phyllis looks
out after Neff.
NEFF'S VOICE

falling right for you, with a nice
little pile of blue and yellow chips
in the middle of the table. Only
what I didn't know then was that I
wasn't playing her. She was playing
me -- with a deck of marked cards -and the stakes weren't any blue and
yellow chips. They were dynamite.

Dietrichson remains shady sitting on the couch right next to a lamp

“In the first scene in which Walter first kisses Phyllis, we see a wedding ring on Walter's
hand. Fred MacMurray was married and the ring was not noticed until post-production.”

from coupled closeup to zoom out brings in framing investigative lamps
and judgment

Walter You're hurting me
A-48 INT. NEFF'S APARTMENT LIVING ROOM
CAMERA MOVES SLOWLY towards the davenport again. Neff sits
in one corner with his feet on the low table. He is smoking
his cigarette and staring at the ceiling. Phyllis has been
sitting fairly close to him. She gets up slowly and crosses
to her rain coat, lying over a chair.
PHYLLIS
I've got to go now, Walter.
Neff does not answer. He keeps on staring at the ceiling.
She starts to put the rain coat on.
PHYLLIS
Will you call me, Walter?
Neff still does not answer.
PHYLLIS
Walter!
He looks at her slowly, almost absently.
PHYLLIS
I hate him. I loathe going back to
him. You believe me, don't you,
Walter?
NEFF

Sure I believe you.
PHYLLIS
I can't stand it anymore. What if
they did hang me?
NEFF
You're not going to hang, baby.
PHYLLIS
It's better than going on this way.
NEFF
-- you're not going to hang, baby.
Not ever. Because you're going to do
it the smart way. Because I'm going
to help you.
PHYLLIS
You!
NEFF
Me.
PHYLLIS
Do you know what you're saying?
NEFF
Sure I know what I'm saying.
He gets up and grips her arm.
NEFF
We're going to do it together. We're
going to do it right. And I'm the
guy that knows how.
There is fierce determination in his voice. His fingers dig
into her arm.
PHYLLIS
Walter, you're hurting me.
NEFF
There isn't going to be any slip up.
Nothing sloppy. Nothing weak. It's

got to be perfect.
He kisses her.
NEFF
You go now.
He leads her towards the door.

The murder occurs off-camera obscene just close up of Phyllis' face
LOLA
I caught her eyes in the mirror, and
they had that look in them they had
before my mother died. That same
look

note the composition all men on right side of frame, femme fatale on left

curtains

Americana

A-41 DRIVE-IN RESTAURANT - (DAY)
Shooting past Neff sitting behind the wheel of his car The
car hop hangs a tray on the door and serves him a bottle of
beer.
DISSOLVE TO:
A-42 INT. BOWLING ALLEY

Neff bowling. He rolls the ball with an effort at
concentration, but his mind is not really on the game.
“DISSOLVE

THE CAMERA PANS
UP the front of the building to the top floor windows, as a
little rain starts to fall.”
TILTS UP!
B-10 INT. COUPE
Neff looks after them. Slowly he puts the car in gear and
drives on. His face is tight. Behind his head, light catches
the metal of the zipper on the briefcase. Over the shot comes
the COMMENTARY:

