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As few films ever do, THE EXORCIST has made history.

William Friedkin began shooting THE EXOR-
CIST on August 14, 1972, in a hospital on Wellare
Island, in New York. Neither he nor author and

producer William Peter Blaity could possibly
have been prepared for the scope of the experi-
ence that followed, and to a very real extent, still
continues to develop.

The novel on which the film was based goes
back to the late '40s and Blatiy's college days at
Georgetown University, where he read newspaper
accounts of an exorcism incident involving a Mt.
Rainier, Maryland, boy in 1949, Blatty, who had
once considered entering the priesthood and be-
coming a Jesuil, began a massive research into
the subjecis of possession and demonology that
only ended with the writing of the novel, having
{finally, almost accidentally, al a dinner parly,
interested a publisher (Bantam Books) in the pro-
ject. Every other publisher approached by Blatly
had flatly rejected the book. By this time, he had
been typed as a writer of comedy, capers and
whodunits. Blatlty based his novel not only on the
1849 case, but also on an earlier one in Earling,
TIowa, in 1928, and on a host of historical cases
dating back to the subject's Biblical origins, all
of which he had unearthed in his studies. The no-
vel, which Blatty has described as "a Jo0-page
thank-you-note to the Jesuits'" for his education,
was completed by the summer of 1970. Bantam
s0ld hardcover rights to Harper and Row who
published it the following Spring. Almost immed-
jately it became a best-seller, battling Thomas
time, {or the top of the charts.

As a veteran screenwriter, Blatty knew very
well the dangers that movie producers posed Lo
the writer and his work when purchased for film
production. Determined to avoid this situation at
all costs, Blatty decided to take on the deal-mak-
ing himsell. He interested producer Paul Monash
(who bought the book on the profits of his BUTCH
CASSIDY AND THE SUNDANCE KID success) in a
six-month option, and he, in turn, interested
Warner Bros, [or a reported purchase price of
641,000, in making the [ilm and agreeing to
Blaity's sirict, seli-protective condition that he
produce the script. Monash eventually left the
deal with a hefty 9% cut of the film's eventual
profils. Some say he was forced out by Blatty, a

Top Lefi: Merrin slands on a pinnacle in Iraq Lo
face an old enemy in one of his many guises. Bot
tom Left: Durimg the exorcism the participants
see, or think they see, the statue of Pazus

gtolen f{ile, and a Warner Bros xerox machine,
all involved in a brash bit of derring-do right out
of one of Blatty's own screenplays. This maneu-
ver left Blatty the sole producer.

Warner Bros insisted on mutual approval of
director. Blatty was pushing a young director
named Billy Friedkin. They had met a year be-
fore when Blatty and Blake Edwards were trying
to find a director for GUNN, and later, when
Blatty and Friedkin attempted to put together a
production deal on Twinkle, Twinkle, Killer
Kane. Soon, one by one, all of the Warner Bros
choices declined: Arthur Penn was (oo busy
teaching at Yale; Stanley Kubrick would not do il
unless he could produce as well; and Mike Nich-
ols, according to Blalty, “didn"t wani to hazard
a film whose success might depend upon a child's
performance.”™ There were also several "mys-
tery™ directors suggested by Warner Bros but
nixed by Blalty including one who Blatty, in his
recent screenplay volume, dubs "Edmund de
Vere" and who smacks preity sharply of John
Cassavetes., Other directors have now surfaced,
proudly claiming to have refused the project, now
that it has become fashionable to put down the
film, with the latest being Peter Bogdanovich, in

push Friedkin. Fortuitously, 20th Century-Fox
released THE FRENCH CONNECTION and that
finally ended Warner Bros' reluctance. Friedkin
was hired and went to work on Blatty's nearly un-
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filmable first draft screenplay (which runs to 226
pages in the present published edition). Ironically
enouch, Friedkin immediately charged Blatty with
straying too far from his own novel.

In August of 1972, the New York Times devot-
ed most of its Sunday "Arts and Leisure"™ section
on movies to the start of filming of THE EXOR-
CIST, the [irst of an unprecedented six times the
Times would carry major articles in the weekly
gsection on a single film. The Warner Bros pub-
licity mill, without ever actually starting up, then
died down. Most people, probably many in the
trade included, promptly forgot about the [ilming.

Then came a coup of publicity that Harold
Newman, who headed the publicily unil on the
film, or anyone ¢lse in the business {or that mat-
ter, could ever have even hoped to concoct. In a
General Audience on November 15, 1972. Pope
Paul V1 delivered an address on the Devil and
evil. According to the text in the Vatican news-
paper., the Pope declared, "Evil is not merely a
lack of something. but an effective agent, a hiving
spirilual being, perverted and perverting. A ter-
rible reality. . . So we know thal this dark and
disturbing Spiril really exists and that he still
acts with treacherous cunning: he is the secrel
enemy thalt sows errors and misfortunes in hu-
man history. This question of the Devil and Lhe
influence he can exert on individoal persons as
well as on communilics. .. 1S a very imporiant
chapter of Catholic doctrine which is given liltle
attention today, though it should be studicd again.™
With these words, the Pope shilted from the
spiritual into the secular ad-puob business.

A bhit later, the rumors began. The press
seemed to have been unofficially banished from
the film's shooting, By March, 1973, the {ilm was
reported (always vaguely) as over-budget and be-
hind schedule. The original shooting plan of 105
days was stretched to 200 days. When one report-
er asked Blatty when production had begun he re-
plied, "1 think it was 1822, Yet Friedkin main-
tained that Warner Brog, and especially its chief,
Ted Ashley, were behind him 100% and were gen-
erously allowing him the kind of costly perfec-
tionism usually foreign to Hollywood films. Con-
sequently, the budget kept expanding: originally
the film was o have cost 84 million, then it was
hiked to $6 million (April, 1973), then to “over $7
million* (May, 1973), and by the [ilm's opening
in December, to between $8 and 310 million. The
fipure, which has nol been olficially confirmed,
is now rumored between $10 and $11 million.

The amount of truth in most of the stories that
managéd to filter oul one way or another inlo Uhe



press will probably never be fully determined.
The rumors actually began with the novel. Blatty
admits that he wrote it for, and with the mother/
actress character Chris MacNeil modeled after,
Shirley MacLaine, his then-neighbor in Califor-
nia. MacLaine liked the book, recognized that
bits of dlalogue in the book were her own words
and phrases used in various conversations with
Blatty, and was prepared to drop her current
plans in order to film it. She was, however, un-
able to convince her business partner, British
producer Sir Lew Grade, to buy the book. (She
later went on to film her own cccult thriller for
Paramount, THE POSSESSION OF JOEL DELAN-
EY.) Columnists later rather cruelly latched on-
to this MacLaine connection and suggested that
the novel was essentially a thinly disguised true
tale of MacLaine and her own daughter Sachi. Ac-
cording to Blatty, MacLaine still accuses him of
"lifting" a photograph of Sachi to use, in distorted
form, as the front cover artwork of the novel's
hardcover edition. (Blatty believes that the photo-
graph actually resembles his daughter. )

Linda Blair also became the subject of several
stories. A former model with only minor acting
experience (the two features in which she had bit
parts are always unnamed), Linda was chosen by
Friedkin from a field of 500 girls not only be-
cause she was not the typical Hollywood "moppet™
who might take the role seriocusly and use itas a
stepping-stone to a career, but also because she
looked amazingly compatible with her screen mo-
ther Ellen Burstyn. She was 12 when the film be-
gan pre-production and 14 by the time it hit the
theatre screens. She has not suffered the break-
downs, nightmares, or traumatic experiences as
proclaimed in the press, nor has lightning struck
her mother (as fiercely as Pauline Kael's scorn)
for allowing her daughter to take the role. (“"We
saw the ad," says Mrs. Blair, "and thought it
sounded like a fun part.") Although Mrs. Blair
denies it, Friedkin claims to have given Linda a
series of psychological and physical tests to
make sure she could handle the rigors of the film
role, Linda declares she simply followed Billy's
orders and startles skeptical questioners with
statements like "It could have been about a girl
eating a lollipop. " Although she says she'd rather
be a horsewoman or veternarian than an actress,
Blair has since done a rather raw TV movie call-
ed BORN INNOCENT, in which she plays a young
innocent corrupted at a reformatory for girls.

There is literally no end to the stories that
{loated through the media. When information is
not forthcoming and questions remain unanswer-
ed, the imagination is free to roam. And New-
man's publicity people were probably not alto-
gether displeased to read how their film project,
because of its subject matter, might be jinxed.

A replica of the house in Georgetown had been
carefully constructed for interiors. At 2:30 one
Sunday morning, with the building empty save for
one guard, an electrical fire swept through it and
burned it to the ground. It took six weeks to re-
build a two-story copy of it. By this time the
créw had moved to the old Fox Movietone News
studio in New York on West 54th Street. The bed-
room set, bullt on a gyro the size and shape of a
bowling ball, so that the entire room could be in-
stantly shifted to any angle, went through many
design changes before a workable one was disco-
vered. Over $75,000 worth of refrigeration e-
gquipment had to be lugged in and installed, just
for the added realism of producing white spurts
of breath from the actors’ mouths. The extreme
cold added severe problems to the shooting. At
one point, the set's sprinkler system broke down,
flooding the main set, causing a two week delay.

Almost all the actors had troubles of one sort
or another. Von Sydow's brother died just as the
Swedish actor had arrived in New York for his
first scenes; he was later out ill for a week dur-
ing the first week of shooting. The most tragic,
of course, was the death of Irish actor Jack Mac-
Gowran (Burke Dennings) who died preparing a
stage production of "The Plough and the Stars"
one week after completing his death scenes in the
film. Ellen Burstyn wrenched her back and was
out for several weeks. Friedkin reports that Ja-
son Miller's young son was "struck down on an
empty beach by a motorcycle that appeared out of
nowhere, and his life [hung] in the balance for se-
veral weseks. " goes on, "All of the spe-

cial effects caused any number of injuries to the
aclors. There are strange images and visions
that showed up on film that were never planned.
There are double exposures in the little girl's
face at the end of one reel that are unbelievable."
A lot of costly reshooting was required. Not even
the technicians escaped unscathed; during the
shooting, one of the carpenters cut off a thumb,
and a gaffer lost a toe.

In Irag, the statue of Pazuzu was lost, causing
a two week delay. The entire location trip was
delayed from the Spring, which is relatively cool,
to July, the hottest part of the summer when the
temperature there soars to 130 degrees and
more. Friedkin reports that out of an 18-man
crew, he lost the services of 9 at one time or
another due to sunstroke and dysentery,

Before the film was completed tempers flared,
and Friedkin had Blatty barred from all post-
production work., Four teams of editors frantical-
ly rushed to finish the film for its Fall dates.
These eventually had to be delayed further as
Friedkin fired Lalo Schifrin just as he was about
to {inigh scoring the film and then desperately
searched around for new music. Although nobody
is really sure how, the film was finally complet-
ed, tradescreened in Los Angeles and New York
on December 21, and opened in the 20 key U.S.
cities on the day after Christmas, 1973,

The response from the New York and national
reviewers was almost predictable, from a star-
spewing rave from the Daily News (Kathleen Car-
roll) to a harsh raspberry from Vincent Canby,
who with unusual fervor eventually took to the
pages of The New York Times twice to denounce
the film. According to the Times compilation, the
critical tally was as follows: 8 favorable (includ-
ing the News, Post, Rex Reed, Cue and Saturday
Review,/World), 4 mixed (including Andrew Sarris
and Crist), and 8 negative (including Canby, Kael,
Time and Newsweek). A few months later, the
more detailed criticism of the little magazines
appeared, again, to predictable response, since
the film had by then entered the backlash of opin-
ion that all initially successful {ilms eventually
seem to suffer, particularly when the film-as-art
snobbism inherent to many of the {ilm periodicals
begins to treat a hugely popular movie. Interest-
ingly enough, at the same time they were panning
the film, they also cashed in on it by using stills
from the {ilm on their covers, and in one case
(Film Comment) publishing pirated visual mater-
ial. (Warner Bros, in strict accord with Fried-
kin, had put a clamp on all illustrations or stills
of the film's makeup and special effects. )

THE EXORCIST inspired a great deal of com-
ment from a host of figures in all areas of life
who normally seldom function as film critics.
Among them were:

Hal Lindsey (fundamentglist author): "There's
a lot more going on in that film than just shock
value. There are...powers at work during the
showing of that film. .. setting the stage for the
future attack of Satan. "

Frank Kveton (theatre manager in Oakbrook):
"My janitors are going crazy wiping up the vo-
mit. "'

Sergel Kondrashov (Washington correspondent
for the official Soviet journal Investia); "The
culmination of the film is an extremely natur-
alistic mixture of pornography and sadism.
Having made this Christmas gift to its God-
fearing country, Warner Bros is rejoicing at
the money being taken in...and predict more
gigantic profits. "

Rabbi Julius G. Neumann (Chairman, Morality
in Media): "The movie is adding to the frustra-
tion and confusion of our youth claiming that
whatever they do contrary to accepted religi-
ous and society's norm is not really of their
own making, but that of the devil inside them."

Edwin Newman (NBC): "I am beginning to wish
that somebody would exorcise exorcism. [
think I'd even rather hear about the lines at
service stations. "

Rev. Billy Graham (who read the novel, tore it
up, flushed it down the toilet and who refuses
to see the film): "I would be opening myself up
to satanic forces. I think we are dealing with a

very dangerous and very strange situation. I

don't believe believers can be possessed by
the devil. ™

Joe Flaherty (Village Voice writer): “The pen-
nance for those who contributed consciously to
this travesty should not be exorcism but exer-
cise, and the area recommended is between
the ears."

Jerry Rubin (former political radical): "After
seeing THE EXORCIST I got more in touch
with the irrational within me. I am Regan. You
are Regan. No Catholic ritual, no therapist,
no miracle formula, no specific behavior can
exorcise the unconscious, conditioned demons
from us. Only we can do it...It can begin by
realizing that THE EXORCIST is not an escap-
ist movie. It is a mirror."”

Samuel Z. Arkoff (AlP President): "The film is
really a superhorror picture. But it's not
locked at that way by the pseudointellectuals
and artsy [types] who are putting it in a context
way beyond that...[Audiences] have psyched
themselves out on it. They want it that way. "

Ted Fishman (New York City line standee in
zero-degree weather, quoted in the Times):
"We're here because we're nuts and because
we wanted to be a part of the madness. "

Jack Douglas (humorist): "l sure wish Karras
were still alive—I've got a couple of kids 1'd
like to have him take a look at.'

The audience response was immediate...and
overwhelming, Warner Bros discovered to their
surprise that little adpub work was necessary.
According to Variety, they spent less than $80, 000
to open it in New York, a sum quite small for
such a major and expensive feature with less than
unanimous reviews going for it. Attendance re-
cords were set in most theatres where the {ilm
opened, instantly burying the negative reviews.
The film was critic-proof, but then it moved far
beyond that. In New York THE EXORCIST be-
came the "hot" ticket. Scalpers with a good place
in line could command an outrageous sum, and
get it. People stood in lines for over four hours
in all the nastiest weather a winiry Manhaiten
could throw at them: icestorms, snow or rain and
bitterly cold winds. On January 18th, 3 more
first-run theatres were pressed into service, and
their previcus box-office records promptly fell.
A fifth house was added two weeks later.

It was the same story all over the country.
The film ran into censorship problems only in
Washington, D.C., where the U.5. District At-
torney's office overruled the MPAA and banned
all patrons under 17 years of age (with or without
an accompanying adult) from the film, and in
Boston, where the D.A. and The Sack Theatre
chain agreed to observe an X rating.

The troubles, of course, only added fuel to the
inferno, Stories flowed to the press and TV of
people fainting and womiting (most reportedly
just after the masturbation scene). H. Robert
Honahan, a district manager of a theatre chaln in
Berkeley, exclaimed, "I've never seen anything
like it in the 24 years I've been working inthea-
tres.'" People left the film shaking and nauseous
and, at least a few, screaming. Heart attacks and
at least one miscarriage were reported. In a
Berkeley theatre, one man charged the screen to
get the demon. Others couldn't sleep when they
went home. At the very least, most viewers lost
their appetites for a while. People began to seek
psychiatric help in greater numbers, blaming the
film for their problems. Church attendance began
to rise in some areas; a minister in Oakbrook
proudly noted, "We turned them away by the hun-
dreds from my EXORCIST sermon.”™ Priests be-
gan receiving more and more strange calls from
troubled people who insisted they needed an exor-
cist. Theatre managers, bearing the brunt of the
film's effect, reported that women succombed to
the film's power in larger numbers than men. (In-
cidentally, Friedkin noted in Variety, with no e-
laboration whatsoever, that he considers THE
EXORCIST "a woman's picture. )

The crowds turning out for the film seemed to
get rougher. The film's attraction for black audi-
ences, which Warner Bros had absolutely not for-
seen, began to heat into mildly racial confronta-
tions, as white neighborhoods (as in New York,
the chic East Side where the film originally open-




ed) and shopping and restaurant areas {elt the un-
accustomed crunch. In New York, fires were ig-
nited along the street by line standees to keep
warm. Although the film drew all kinds of people,
oftimes an uglier crowd prevailed. At the Para-
mount Theatre in New York, the last showing one
particularly cold evening in February had to be
cancelled when the crowd, afraid they wouldn't all
get in after hours of waiting, mobbed the theatre.
Henry Marshall, the first exhibitor to play the
film in Toronto, reported, "It's a brutal crowd. 1
seg nice people in the lineup and I tell them not to
yme in but they do anyway. "

And indeed they did. But as so often happens,
a string of wild successes simply prepares the
way for fallure. Warner Bros found, in extending
bookings into smaller areas through the U.S., that
many theatres had trouble in maintaining their 15
week minimums. On June 18, in a controversial
move, Warner Bros four-walled the [ilm into 110
theaires in the metropolitan New York City area
alone with six-week minimum runs. The satura-
tion booking failed by overkill; by the 5th week,
the grosses had slipped to $300,000 from the first
week's total of over 53 million. Although as of
this writing the film is still playing on 42nd St in
New York, for all practical purposes, THE EX-
ORCIST has had done with New York.

A bit of perspective might be in order, at
least from the point of view of audience response.
The power of THE EXORCIST hitting the screens
had a precedent of sorts in the opening in Novem-
ber, 1931, of the original FRANKENSTEIN. To
ward off potential trouble (and perhaps to shrewd-
ly ballvhoo it further), Carl Leammle ordered a
"warning” to be delivered by Edward Van Sloan
in a prologue to the movie. Denis Gifford, in his
book on Karloff, notes that at previews people ran
screaming from the theatre during the film. Oth-
er sources report ambulances standing ready at
curbside for action and that thealre managers
soon learned to keep a good supply of smelling
galts handy. There was a loud { rage f
parents and civic groups that 1
horrifying and should play to
was, the public objected so stire
quence with the Monster and the
was snipped from the Ame n version an
ending altered as well. A contemporary (rade
viewer for Film Weekly concluded his critique o
FRAWNKENSTEIMN: "The film has no theme and
points no moral, bul is simply a shocker beside
which the Grand Guignol was a kindergarten...It
is the kind of film which could only induce night-
mares. " Sound familiar?

Controversial films mean, if they're really not
fooling around, lawsuits, or their threat. And
THE EXORCIST has cooked a fine brew of them.
The f[irst to surface was a distraught Mercedes
MacCambridge who claimed, perhaps excessive-
Iy, that in providing the demon's voice, she was
responsible for its power on the screen. ("lfthere
was any horror in the eXorcism, it was me!"”) She
claims Friedkin promised her a credit line and
then welched. Her tale of how she recorded the
cries (and whispers) and vomiting sounds makes
extremely bizarre reading, including her self-in-
duced regurgitation ("swallowed 18 raw eggs and
a pulpy apple') and physical restraint ("1 had the
crew tear up a sheet and bind me hand and foot")
with the result of complete physical exhaustion
and a ruined voice "for weeks." Friedkin answer-
ed by noting that her contract did not call for a
screen credit (although one was quickly inserted
into the film) and that he had been overruled on
the issue by the Warner Bros legal department.
He added that not all of the demon voice was
solely hers, that a barrage of noises and sounds
were incorporated and, indeed, that her words as
originally recorded were "vari-pitched and re-
recorded at slower speeds,' all of which finally

he exorcism of Regan. Top: Father Merrin (Max
g

von Sydow) incants the Homan ritual and Hegan
(Linda Blair) squirms in agony. Middle: The two
priests watch in amazement as the little girl's
body rises from the bed. Bottom: The end is near.
Father Karras (Jason Miller) finds the body of
giricken Father Merrin. I1s evil triumphant or de-
feated? While Blatty's book is quite specific on
the matter, Friedkin's film is tantalizingly am-
biguous.




reéezulted In the final voice on Lhe soundirack
The sguiabble developed into a fair I
gonal battle between the two with MacCambridee
after reéeceliving her on-screen credit, demanaing
a direct and public apology irom Friedkis
received no such apology, but she did exert con-
siderable pressure (o gel one by w olaing
permission for Warner Bros (o release a sound-
track album includine scencs and dialogue froo

the film. In mid-0Oetober an arbitration board of

Screen Actors Guild decided that MacCambridg:

was to receive 3.6 of all album royalties, an ac-

vance of 53.000 and billing on the album jacket to
be 1005 the size of the other actors and with the
additional billing "as the voice of the demon," but
no apology, an area which the board declared was
putside the realm of existing contractual obliga-
tions. For the record, for her film work Mac-
Cambridge received 32,000 per week for lour
weeks work and $2 ,000 for one additional day.

Aciress Eileen Dietz was the second com-
plainer to appear. In a dispate that has become
quite nasty, she charged that she wias the doub
for Linda Blair for much of the [ilm and that
most of the crucial scenes in the {ilm were play-
ed by her and that Blair was receiving credif, and
perhaps an award or two, for what was mostly
Dietz's work. Almost everyone concerned with
the {ilm labeled her a self-server and discounted
her charges. Dietz countered with a letter to
Variety in March. Warner Bros then stopwatched
the film and finally admitted that Dietz was on-
screen for 28 1/4 seconds but still maintained
that her work was hardly of the importance she
claimed. Dietz has since curiously refused to
participate in a Screen Actors Guild arbitration
requested by Blair's lawyers. Dubbed the “'Great
Pea Soup War,” the Issue is still unsettled,

Other legal problems include a suil against
Newsweek for publishing photos of Blair in demon
_t".;}:uuir which were apparently snapped from a
screen during a showing and published in an in-
terview with Blair in the 1,21/74 issue. Also,
Ken Nordine, a musician and soundman, has sued
Warner Bros for 535 000 due - him for work done
on setting up sound effects and voice-overs but
not paid for. His lawyers conlend that Blatty was
résponsible [or not accepting the work.

Other non-legal hassles include the possible
bad blood between Friedkin and Ted Ashley as the
December openings grew near and Friedkin, hav-
ing fired Schifrin, pleaded for an extension to
work out & new score for the [ilm (Friedkin ori-
ginally wanted Bernard Herrmann to do the mu-
gic) and later, when Friedkin {felt that the Warner
Bros publicity department should push Jason Mil-
ler harder for the various best acting awards.
Thiz iz not to mention the [ueding between Fried-
kin and Blatty during the latter stages of shooting
and post-production, although these problems
with a great show of mutual backslapping and
bovish grins, at least for the photographers,
soem to have beéeen patched over.

The religious furor the film arousead centered,
as was to be expected, in the Catholic Church,
Friedkin had used three priests as advisors and
iven one of them, Rev. William O'Malley, 5.4
a featured acting role. Many commentalors seem-
ed upset not with the fact of the {ilm as much as
with the participation of the priests, as if their
work on it contrived to lend the support of the
Church to the {ilm.

None of the religious experts could agree on
the film's effect although most were negative
One of the positive views came [rom Father Mi-
chael Callahan in Los Angeles who stated, "I it
makes people think about the meaning of good and
evil for an hour, it'll do more good than a lot ¢
religious study programmes. MOst were notl (hal
optimistic. The Rev. Juan Cortes, a Jesuit at
Georgetown University, calls the film “not help-

i
le

Jason Miller as Father Rarras. Top: Direcior
William Friedkin discusses the motivation of
Karras during the exorcism with Miller and v

Sydow (off camera). Middle: Rarras bears the
burden when his Uncle (Titos Vandis) has hi

ther committed, ""What [ going to do? Put her
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big hospital, Timmy: Who going to pay {or that
[ ;

Bottom: karras ministers to his aging molther
one of his visits. Moreso than the movel, THE
EXORCIEST is the storv of Karras



ful to society... You can't bring people to God by
scaring them to death. You can't do a positive
thing by negative means.” Theologians warned
that the film distorted church teachings about the
Devil, exorcism, and the function and mien of
priests. The Rev. Richard Woods of LoyolaUni-
versity strangely noted that the priests, in real-
ity, would not have been allowed to perform the
exorcism—a belief that backs up what many feel
to be one of the indictments of THE EXORCIST a-
galnst the Church—and he adds, "They departed
from the rituy in the most stupid and reckless
manner [trying to fight the demon hand to hand
instead of relying on the power of God.” Rev. Ea-
gene Kennedy, also at Loyola, faulted the [film
for ascribing "mysterious and mystical power to
the priest.” He calls the {ilm "the GOING MY
WAY of the nineteen-seventies,” Rev. Woods con-
cludes that the film regrettably stirred up "mem-
ories of all those descriptions of hell that you got
from nuns" and that it "reflects the view that you
are doing people a spiritual favor i you scare the
hell out of them. " The Archbishop of Canterbury.
perhaps volleying the Pope's 1972 message, said
that the {ilm created a "'credence {or demonic
possession which is mostly {iddlesticks.” Most
shrill of all, according to a letter writer to Films
and Filming, was a leading member of the Church
of Scotland who indicated he'd “rather take a bath
in pig manure than see the film."

More mundane complaints included the film's
lack of apthentic detail. that. for instance, Jason
Miller failed to say his Masses properly. Still,
the priests who served as technical advisors con-
tinue to stand, for the most part, behind the film.
Rev. O'Malley, writing an article for The Jesuit,
indeed treated the subject matter and its potential
effects rather matter-of-factly and dwelled in-
stead on the novelty, for him, of movie-making.
Another, the Rev. John J. Nicola, thinks that the
reaction to the movie equals the Middle Ages' St.
Vitus's Dance, and while not faulting the morality
of the film, suggests that because of the "hyster-
ia" produced, the general public should perhaps
not have been offered the film. The largest part
of the problem, perhaps, were all the people run-
ning off to priests demanding an exorcism in the
belief they were possessed. Although most were
directedto psychiatrists, others were believed.

Doctors, psychiatrists, and psychologists, re-
acting to the reported flood of people seeking
help, and perhaps because their professions, too,
were not treated so rosily in the film, approached
it from a different angle. Dr. Louis Schlan, a
Chicago psychiatrist, states flat out, "There is
no way you can sit through that film without re-
ceiving some lasting negative or disturbing ef-
fects.” The key word there is "lasting."” Writing
in Saturday Review/World in June, Dr. Ralph R.
Greensen of UCLA calls the {ilm "a menace to
the mental health of our community.... It pours
acid on our already corroded values and ideals.
In the davs when we all had more trust in our
government, our friends, and ourselves, THE
EXORCIST would have been a bad joke. Today, it
is a danger.” Dr. Judd Marmor, from Los Ange-
les, concurs, ""We have many disturbed people in
our scoiety and a film like THE EXORCIST will
spread like an infection.* It is interesting to note
that many seemed to blame the {ilm for simply
reflecting the corruption of society, skewering
the {ilm as disease, not symptom.

However, as with the religious criticism, no
consensus of opinion, plus or minus, could be
reached. Dr. David Abrahamsen. a psychiatrist,
applauds the {ilm for the opposite reason, that it
offers to a hero-less age "a sense of identifica-
tion," and while cleverly exploiting pre-existent
audience guilt, it offers genuine esthetic cathar-
sis. Dr. Walter Brown, a psychiatrist at Mt Si-
nai, recognized a linkage to his own function: "1
believe in all that stuff. In a way, all psycho-an-
alyvsis and psychotherapy are forms of exorcism,
of getting rid of demons. ™

Much of the ruckus raised by the {ilm A not only
from the medical and religious camps but {rom
virtually every area of society, zeroed in on the
film's receiving an R rather than an X rating.
The Catholic conference, usually stricter than the
MPAA, gave THE EXORCIST an unharsh A-IV
rating, an adult classification which means the
film is moral but may offend some (adult) view-
ers. Several commentators hinted that with such

high finance at stake, Warner Bros played a little
game of politics with the MPAA for the lesser
rating. The charge was stoutly denied by MPAA
head Jack Valenti. Replying in the New York
Times in February, he mentioned what he felt to
be the film's unwavering morality, the thematic
necessity of the strong language, and specifically,
"There {5 no overt sex” and "no excessive vio-
lence.”™ He was sirongly debated on the latter ac-
count, a charge to which the MPAA has always
been particularly prone, ol pumishing films via
ratings for sexual content and going easy on vio-
lence. Most criticism depended on the individual
critic’s overall view of the film, and oddly e-
nough, audiences seemed almost evenly divided
as to whether the film's ending was positive (Good
iriumphs) or negative (Evil triumphs). To this
effect, Newsweek picked up a rumor that Blatty
and Friedkin were going to shoot a new ending to
clarify the film, which setf off some amount of
telephoned gquestions to Warner Bros, but the
story was not true.

It Is highly indicative of the atmosphere the
film created that such a rumor could take hold so
quickly. Another began when Warner Bros opened
the {ilm in the 100-theatre spread in New York
City mentioned earlier. A story began circulating
that the film had been cut for the wider distribu-
tion. One fan claimed that when he'd seen the {ilm
in its original booking, it had been over three
hours long. Warner Bros was swamped with calls
which forced them to take out expensive newspap-
er ads verifying the {ilm's completeness: "Caon-
trary to rumors, THE EXORCIST that is now
playing in all 100 theatres is the original—the
full and complete film. Nothing has been cut. Not
one single frame. Not one single word. Warner
Bros guarantees it. "

With the hefty U.8. grosses (the film alone ac-
counted for 14% of the total U.S. boxoffice for
January, 1974) added to the bright foreign out-
look, Ted Ashley announced in the New York
Times that he expects the film to amass 5110
million worldwide. (This figure is down from an
earlier one of $180 million. For comparison, the
gross of THE GODFATHER now stands at $155
million worldwide.) The film has also spurted
sales of Blatty's novel. Before the film had open-
ed, the novel in hard covers had appeared on the
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paper edition sold 5.5 million copies, and with the
{ilm, Bantam printed an aadditional ten press
runs amounting to another 5.5 million copies,
which makes it the 2nd all-time best-selling pa-
perback (after The Godfather at 12 million). It
has been translated into over a dozen langauges.

THE EXORCIST has not collected all the a-
wards Warner Bros and other ocbservers had ex-
pected. The first of the major glamour awards,
given in January, are the Golden Globes, and the
film captured four: film, director, screenplay,
supporting actress (Blair). However, the industry
awards, such as those of the Directors Guild of
America and the Writers Guild, bypassed the film
completely, as did, for the most part, the Os-
cars. Out of ten nominations for the latter, THE
EXORCIST won only two (sound recording and
screenplay) which prompted Blatty to publicly
blast the Academy; he called the awards a "dis-
grace” and added, "The Academy should fold its
tents and go back to baking apple strudel or what-
ever they can do well.” In the Hollywood Report-
er, Blatty claimed that George Cukor had led the
attack on the film and denounced it to the Acade-
my membership who shortly after collectively
gecided that no special e{fects or makeyp awards
were (o be given. In Blalty s eyes, Il seemed an-
other Watergate.

Billy Friedkin continued to work from his of-
fice at Warner Bros in Hollywood, overseeing the
preparation ol the foreign language versions of
the film. In September, he closed down the office,
his work completed, and shifted to Universal
where he began seiting up his next project. [ron-
ically enough . Friedkin left Warner Bros within a
few days of the amnouncement of the departure
from Warner Bros of Ted Ashley, who had backed
Friedkin and the film so faithfully through what
must have been a corparate hellfire. As few films
ever do, THE EXORCIST has made history, for
whatever reasons, and now it seemed to close an
era, at least for Warner Bros.

David Bartholomew

Jason Miller received
nomination for his portraval of Father Karras in

an Academy Award

THE EXORCIST, his {irst motion picture role.
The character of Karras, moreso than in Blatty's
novel, is the center of the film's story, and I
sought out Miller to discuss how the character
developed. 1 found him working on his latest pic-
ture, NICKEL RIDE for 20th Century-Fox and di-
rector Robert Mulligan, in which he again works
as an actor, in the lead role of a gangster. Act-
ing fame, however, is only a recent development
for Miller, who is better known for his achieve-
ment as a writer. In 1972 his play That Cham-
pionship Season received the New York Drama
Critics Award, a Tony Award, and the Pulltzer
Prize as the best play of the year. Miller is cur-
rently writing a screenplay based on his award-
winning play to be directed by Franklin J. Schaff-
ner.

CFQ: How were you chosen to play Karras?
MILLER: Billy Friedkin went to see That
Championship Season, and there is a lot of men-
tion of Jesuits in there. On the back of the pro-
gram was a picture of me, and also the fact that
I was an actor. Billy operates a lot on intuition,
s0 he contacted my agent who contacted me. [
thought at first he wanted me to do a screenplay
of the book. When I went to s2e him, I found he
wanted me to read the script in terms of acting
Karras. He gave me the script, 1 read it, liked it
ithe first draft, the one in the book William Peter
Blatty On The Exorcist), and said 1 would like to
try it. I came to LA to do the screen test in some
big old warehouse, with a papler-mache bridge. 1
said 1 didn't want to do anything {from the script,
I'll just improvise. So we did the scene on the
bridee with Ellen. Then, 1 had to say Mass, [ had
every vestment for a High Mass: for the chalice
they had an old grapefruit can, the Host was a
Ritz cracker, and the Gospel was Blatty's book.
CFQ: Do you think the picture is basically a-
bout Karras and his change of character?
MILLER: I think that's part of it. I think Blat-
ty balances it very well, but inescapably the main
attention of the audience is Regan, the girl pos-
sessed. I've often maintained, and 1 was talking
with Billy and Blatty about this, if you take the

Interview conducted by Dale Winogura at Colum-
bia Pictures, Hollywood, June 1974. This trans-
script has been edited slightly.
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exorcism out of the picture, with the kind of Dos-
toevekian character Blatty created in Karras,
you can do an entire movie out of him, without
touching on the supernatural. You are dealing
here with mythical guilt, a guilt that forces
transcendence by some kind of sacrificial act.
It's not simply the clinieal guilt that we're inun-
dated with in magazine articles. 1 mean you as-
sociate it with Kafka and Dostoevski—il's deep.

Although we call it Mother Church, to Karras
it's Father Church. Most of the older Jesuits he
talked to when he said, "I've lost my faith,”™ he's
really giving confession to his father. You'll no-
tice that there's a complete absence or no men-
tion of his father—not even a picture.

You are dealing with a profound metaphysical
change in terms of Karras, because that which
has sustained him on a spiritual and emotional
level has shifted away from him, and he's really
in a void. He is a man of science as well as a
man of religion, and it's the irreconcilable oppo-
gites that drive him mad, and creates this enor-
mous guilt. So his entire life is going through a
profound change, and in the middle of it, he's
faced with incorporating himself into an experi-
ence that is kept in the closet by his church, and
his rational mind says it does not, cannot exist.
The only way he can meet it is on grounds of
compassion and faith. But he feels that his faith
is lost. It can only, finally, come out in an act of
violence, which is a terrific irony. Presumably,
his compassion for the little girl only takes him
so far, then suddenly the existence of The Devil
forces a mental thrust into re-contemplating the
existence of God. The sacrifice, the return of his
faith, is through a violent, half-mad gesture. His
faith, by a confrontation with evil, is restored.
Yet the final image is always ambiguous. You
cannot become symmetrical in dealing with good
and evil,

CFQ:. There are strong indications that it all
could be happening in the mind of Karras.

MILLER: 1 think that's a very interesting
technique that Billy's applied here, where there
is that ambiguity. I think, on a subliminal level,
that's one of the powers of the {ilm. Some of
those multi-dimensional layers aren't really ex-
plored by the critics because they're not capable
of it. They do not possess sensibilities of that
subtlety. After a while they get like busdrivers—
they hate the job. They become desensitized, im-
personal, and destructive. Their rage and frus-
tration at their own, quite possibly, unrealized
creative efforts is a weapon they use to attack
many films with. A really good critic should be
like a really good film,

CFQ: I would disagree with the many critics
who do not see THE EXORCIST as a compassion-
ate film.

MILLER: They're used to seeing films of the
genre being treated with sentimentality instead of
compassion, When it is treated with compassion,
they can't recognize it, What they were looking
for was that softening influence, that lukewarm
sentimentality, which Friedkin and Blatty both
denied them, and rightly so. What occured then
was compassion.

CFQ: What are your feelings about the Motion
Picture Academy?

MILLER: It's community out here. There are
power cliques that run it, with taste-makers and
taste-deciders., The line between admiration and
envy is the width of a hair.

CFQ: Some people can't relate to the film's
message that there are a lot of mysteries we
can’t solve. They want easy answers.

MILLER: That's the significance of one of the
most terrific scenes in the {ilm—the pneumoen-
cephalogram. It's not there to shock or disgust,
it's there to graphically show the inability of our
sciences to define just what is possessing this
girl. Ii's interesting that it's a psychiatrist who
mentions exorcism. That's a lovely irony.

Even the technical, clinical jargon, after a
while suddenly becomes (and it's paced very well)
a little ridiculous to an audience, in the face of
what they have been experiencing behind that
door. It questions the efficacy of science in its
inability to define certain phenomena, and leaves
us with the fact that we are prey to mystery.

CFQ: Ome of the secrets of the film's success
are the many different aspects one finds on con-
secutive viewings,

4

MILLER: The texture is so dense, and there
are so many things that Billy threw away or hid
that will be discovered in successive viewings.
Nothing is really wasted. It's impossible o re-
ceive the full dimension in one sitting.

CFQ: When you read the script did Karras ap-
peal to you as being part of your own experience?

MILLER: Oh, very much so. I was raised as
an Irish Catholic, and had a great deal of influ-
eénce from the church, raised within its cultures,
rubrics, and rites. 1 was struck by what Blatty
had caught, that elusive mystery of a man be-
coming a priest, and the quiet tragedy of a man
losing his {aith, He really is "the exoreist,” Mer-
rin is the "formal exorcist. " A formal exorcism
doesn't work here, it's an act of human love that
works, coming out of violence.

CFQ: Did you find, in the fragmentation of the
shooting, that your concept of Karras changed?

MILLER: That's the danger of shooting out of
sequence, and having 2-to-3 weeks off between
shots. The character can suddenly let go of you
because the realily of everyday lile starts to in-
trude. ] did a great deal of preparation, and the
2-t0-3 weeks 1 had off, I used it to let the char-
acter mature, and let it ripen. Before I played a
scene, I saw or felt it mavbe five or six different
ways. and it was just a2 matter of eliminating. and
{inding the best approach, without painting every-
thing in huge, gashing strokes. That was one of
the greal dangers with Karras, it could lend it-
self to all kinds of gross sell-indulgence.

CFQ: That crane shol introducing Karras is
quite remarkable.

MILLER: During that shot, you hear Ellen
saying, "You have 1o change within the system.™
That's where he's at. The audience may get it on
a very peripheral level, many of them won't, but
the fact is that it's there in the overall concept,
and for the hyper-sensitive viewer to pick up.

CFQ: THE EXORCIST affects people not just
because of the makeup and special effects, butl
because of the layers beneath that.

MILLER; Almost every sanctuary in the film
is violated—the church, a child's room, a hospi-
tal. All the sanctuaries people use are questioned
in THE EXORCIST. That's what really disturbs
people at a very deep and wvulnerable level of
their being. Karras®' sanctuary, the chruch, has
no solace for him. His privacy is also desecrated
because of the possession, in the fact that he has
to deal with it.

CFQ: That scene in the mental hospital is very
revealing of the character of Karras.

MILLER: These deranged, abandoned people,
coming to him, to that black symbol he wears,
respond to what he represents. By pushing them
away, he's telling us what he feels. what his in-
terior state is. That gesture tells you more about
Karras than the dialog. It's the same with the
park sequence when he tries to push the mother
away. Because of his lack of faith, he's no longer
equipped to deal with what his vocation deals
with! human pain, misery, and suffering.

What Friedkin and Blatty also did was give the
inanimate a lot of life, like the medal, the statue,
the prayer book, and the medical machines. Lit-
tle things are beautifully weaved into the overall
texture. When I go downstairs and look at her
paintings, after she throws up on me, if you look
closely there's some red-and-green putty she has
that the statue was desecrated with, It doesn't sa-
tisfy anything, but it keeps alive doubt.

CFQ: Were there any gpecific directions Billy
gave you that really stand out in your mind?

MILLER: He gave me a thousand bucks, and
told me to live in Georgetown for three weeks
with the Jesuits. That was the best direction he
could've given me. The suit that I wore—I went
down into the cellar of the Jesuits' seminary, and
there are these rows of black suits on hangars
that had been worn by deceased Jesuits. So I went
down and picked out my suit.

Billy, Blatty, and myself worked very closely
on the interior construction of the character. One
of the things Friedkin did that was invaluable, we
had rehearsal two-to-three days before we shot a
scene. The material was constantly being deepen-
ed, and Blatty would re-write, and he and Billy
would discuss with everyone. It was a process of
creative sharing, and Billy would place a design
on it and stage it. They were ideal circumstances
for an actor.

Although we published an extensive interview
with director William Friedkin concerning his
work on THE EXORCIST in our previous issue, I
felt that it did not adequately penetrate the con-
troversy and smokescreen of erroneous criticism
and misinterpretation that has arisen to surround

the film. I interviewed Friedkin to learn and
clarify his opinions concerning these areas of
controversy. Many months after the release of
THE EXORCIST, he was still to be found in his
mammoth office at Warner Bros, preparing the
foreign language versions of the film. Friedkin
is possessed of a pleasingly relaxed and assured
attitude, as well might be one who has directed
two extremely successful films in a row (the pre-
vious one, THE FRENCH CONNECTION). He has
a powerful ego, but one tempered with humility
and understanding, that makes talking with him
both a challenge and a great experience. Friedkin
has since moved over to Universal Pictures to
prepare his next, undisclosed, film project.

CFQ: Do you think psychiatrists are exagger-
ating about the effect THE EXORCIST has had on
peaple 7

FRIEDKIN: I don't really know. I don't want to
say there is no reason for concern on the part of
psychiatrists. 1 personally don't feel that any pic-
ture by itself, without certain social conditions
being given up front, has the power to turn some-
body into a raving maniac,

I was in Pittsburgh not long ago, and 1 read an
account there of a doctor who said he took twelve
mental patients to see it, and the picture irrev-
ocably drew them into hopeless insanity, and that
they were now bevond cure. You have to take into
account (and this is something the newspapers ne-
ver do) the mental condition of the person belore
he went in. It is possible of course that somebody
seeing THE EXORCIST, or any other work given
much less attention by the newspapers or by the
public, in a state of mental imbalance can become
further unhalanced by an encounter with a friend.
a relative, or a stranger.

I don’t think there's a convincing argument
that freedom of the screen should be limited, or
that "this or that" picture is harmful to some-
one's stability, even including hardcore pormo-

Interview conducted by Dale Winogura, May 14,
1974 at the Warner Bros studio in Burbank, Cali-
fornia. The transcript has been edited slightly.



graphy which I find personally to be harmless.

CFQ: The NSA Quarterly said the {ilm's shock
value is a wayv of giving people’s fears a kKind of
expression to which they relate. Do you agree?

FRIEDKIN: Mo, 1 caont. It wis not my inten-
tion to do this. 1 made the {ilm because it was a
good story. | never thought of what psychological
effect it would have on anvone. I intended to make
a pleture that would {irst and foremost be an en-
grossing work of fascinating entertainment. The
hullabaloo that's taken place is a big mystery Lo
me Trankly.

] saw PSYCHO when I was a kid, and 1 was
very terrifieg by it. Fortunately, I was able Lo
overcome that. 1 have friends who are very intel-
ligent who can’t bring themselves to see the pic-
lure because they Know what it's llable to do Lo
them. [ understand that.

I made the [ilm as an overview of an event in-
volving five characters who interested me. 1 don’t
know the probability as regards literal posses-
sion. and the possibility ol exorcism. 1'm not
knowledgable enough in that area.

CFQ: Are yvou reluctant to discuss the impli-
cations of what you were tryving Lo do in the film?

FRIEDKIN: I'm not reluctant. I have thought
about these things. 1 tend to think about the phy-
sical problems of production, which are many.
Oceasionally, things oceur to me in terms of
deeper meaning. But the main thing that concerns
me is how to achieve the story. I there is deep-
er meaning, it's only "by the way. ™

A friend of mine in the clergy sent me an ar-
ticle from a Catholic paper. Some clergyman
suggested that the story was a homosexual fan-
tasv, that Karras and Merrin were in a male bond
to physically torture this little girl. The girl
stabbing the vagina was a gesture of female hat-
red, and the passionate involvement of these two
men ends in death over the actions of this little
girl and her vaginal problems. Presumably, any-
one looking for that sort of thing is going to come
up with something equally as {ar-fetched. 1 must
say it never occured to me, but when the gay puls
up such a convincing case, what can | tell you?

CFCx: Do you believe In the devil?

FRIEDKIN: 1 think # is possible that many
people form a moral code based on beliefs that
are ouiside the tancible and rational. My moral
sfandards were lormed when | was very young.
and they did have a lotl to do with the belief that 1
would not get my ultimate reward in heaven if 1
Iucked-up here on earth. Those are hard thimges to
shake, and the older I get, I don™ find any reason
to abandon that. 1 find more reason to say anv-
thing is possible. The more time 1 spend thinking
about those concerns outside my own narrow
ones, the more 1 think it's possible that higher
and deeper levels of consciousness are out there,
and the life we lead here is just a little wavs
along.

CFQ: You believe in heaven and hell then?

FRIEDRKIN: I believe that heaven and hell exist
as other levels of consciousness. I'm f[ascinated
not by the universe that encompasses mankind,
but by the mind that encompasses the universe.
That is one underlyving factor of my interest in
this picture, and all the pictures 1I've made, but
this one especially. The mind thalt can conceive
of possession and exorcism exists within our-
selves. nol outside

CFQ: Do vou feel the belief in a personified
devil is an escapist viewpoint?

FRIEDERKIN: It depends on the individual. T don't
think you can make a generality out of that. It
isn't what you believe, It's how you act on your
beliefs. 1 find many worthwhile things in Catholic
doctrine, I can’t accept the whole enchilada how-
(i Lk

CFQ: In the opening Iraq scenes there is a
feeling that something is closing in on Merrin.

Director William Friedkin at work. Top: Fried-
kKin gives instructions to Linda Blair to prepare
her for a scene with Ellen Burstyn., Middle: Billy,
as evervoné calls him, listens to cinemalogra-
pher Owen Rolzman explain a camera set-up on
iocation In New York. Bottom: Friedkin goes ov-
er critical action in the levilation scene with Mil-
ler and von Svdow. The refirgerated set neces-

sitated the wearing of insulated clothing. Friedkin
calle his film a drama, ol a horror film.
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CFQ: When we {irst see Burke, there is some-
thing unreal about him.

FRIEDKIN: I was conscious of introducing all
the major characters, except Karras, from be-
hind. Everybody is sort-of snuck up on, oOr dis-
covered. We come up behind them, almost like
an unseen force. Karras, on the other hand, 1s
the person to whom the whole thing is directed.
He is met head-on. We literally push in on Burke
because he's the first to go. What lead me into
that is my belief that fear is always something
behind you.

CFQ: On Karras' second visit the demon says
"What an excellent day for an exorcism," as if
it's teasing him to do something.

FRIEDKIN: My attitude about thal! scene was
two-fold. First of all, we needed some levity
somewhere along the line. My feeling is that if
one were spirited off by the Frankenstein mon-
ster, after you got over the initial shock of being
in the presence of this thing, you'd soon be play-
ing chess together, trying to do something to pass
the time. I put the scene on that level, and did it
as kind of a Shavian dialogue, wherein they're
exchanging pleasantries and witticisms.

CFQ: In the scene where Chris and Regan are
playfully rolling on the floor, the camera moves
in placing them in shadows and tellingly revealing
the lies they live with.

FRIEDKIN: I think that's very apt. What the
shot is saying is that, and the fact that they're
like minor canvas characters in a much larger
canvas.

CFQ: I get the feeling the demon has been in
that house a long time.

FRIEDKIN: My feeling is that the demon just
arrives at that point in the story when we want it
to arrive, just as any character walks in the
door. As in THE BIRTHDAY PARTY, Goldberg
and McCann just walk in., What is it about this
little girl that made her be possessed? Who the
hell knows? It's not the author's province to
speculate. If we had cluttered up THE EXORCIST
with a lot of cockamamie explanations. ..

CFQ: ...it wouldn't be effective because the
audience would be more concerned with the ex-
planations than the people. That's why Hitchcock
rarely has any,

FRIEDKIN: Except for PSYCHO at the end,
with that lousy, gratuitous explanation directed at
a ten-year-old mind.

CFQ: On his way to visit his mother Karras
sees kids demolishing a car. Was it just there?

FRIEDKIN: Yeah, they just happened to be
there. When you're making a film on location, you
have greater opportunity to seek out and find
these things. You're always looking for something
that relates to your story. I'm always jotting
down things in a notebook that either fit the pro-
ject I'm working on or something in the future.

CFQ: Do you see a subconscious connection
between the car being wrecked and the desecra-
tion in the church?

FRIEDKIN: Absolutely, and the little girl's
body being desecrated also. In another way, Kar-
ras' mother is an old wreck.

CFQ: The feeling you establish is that of a
world controlled by the devil long before he ap-
pears, as Harry Ringel said in his review.

FRIEDKIN: Yes, but I don't think too much
about "the devil,” you know, 1 think it's more a
metaphysical force.

CFQ: As with Chris and Regan, one sensesa
lie in the relationship of Karras with his mother.

FRIEDKIN: There's a lie In every relalion-
ship, to a degree. There's tremendous guilt in
Karras in the relationship with his mother.

CFQ: 1 can't see how anyone can misinterpret
the ending a= a failure for Karras and a victory
for the demon. The demon has no reason to de-
stroy itself, but Karras does. Why do you feel
people misconstrue this?

FRIEDKIN: Because it's within them to begin
with. One thing you cannot exorcise is the deep-
seated tenets within people who come (o see a
movie that deals on such a primitive level with
their emotions. Karras' deed is understandable
to anyone who has read A Tale of Two Cities.

CFQ: When the book came out, I think people
had a better grasp of this kind of heroism.

FRIEDKIN: Blatty also tells you how you
should think about it. One thing I don't want to do
is tell people how they should think about a {ilm.

I'm as interested in people who react negatively
to the ending as those who react positively. 1 was
surprised at first to find so many negative re-
actions.

CFQ: Everyone takes for granted that it's a
demon inside Regan. They pass over the indica-
tions that it's not a case of possession.

FRIEDKIN: Because they have to. It's more
comfortable to say it"s "the devil," and therefore
dismiss it. A kind of mass hysteria is another
valid way of seeing the film. H rationale is ne-
cessary for me, then that would be the way I see
it, as people in a heightened state, under tremen-
dous strain.

CFQ: One feels that Kinderman knows a lot,
but in the last scene we see total bewilderment on
his face,

FRIEDKIN: 1 had shot another scene, the end-
ing of the book, with the same dialogue, but 1
wanted to leave the audience with their own end-
ing and not deflate the mood that was there. I'm
very conscious of making a movie that will enter
the minds of those who see it, that will grow in
their minds and alter and affect them. One way to
do that is to take out all overt meanings and ex-
planations, and that's what I tried to do. Kinder-
man brings a touch of the "common man," the guy
who is going to be relatively unaffected by the ac-
tion. Occasionally, it's nice to have a character
like that. He doesn't solve the case, s0 critics
say Lee J. Cobb is wasted in the plcture. Why
have the detective if he's not going to be effec-
tive? They also serve who play a supporting role
in the main event. We don't always find solutions.

CFQ: Like Kinderman, the doctors are also
trying to impose order.

FRIEDKIN: Everything they say is actual med-
ical dialogue. For the most part, audiences to-
day reject scientific solutions. We're living in an
age where people are unwilling to accept pat,
hand-out solutions.

CFQ: The dream Karras has seems to be a
combination of guilt-expression and premonition.

FRIEDKIN: 1 was playing with the notion that
it is possible that something that happened to
somebody in Iraq, T000 miles away, turns up in
someone else's dream, like the clock and the
dogs.

CFQ: You rarely use fades or dissolves in
your {ilms, mostly direct cuts. This adds to the
{ilm's disturbing quality.

FRIEDKIN: 1 try not to use fades or dissolves
only because I like speed on the screen. The dis-
golves at the beginning of THE EXORCIST are the
first I've ever used 1 think. I have a theory that
the audience is way ahead of the filmmaker. I'm
locking forward to a kind of filmmaking that
breaks with the mechanical overlay of structure
that I see in most {ilms.

CFQ: You're very astute in conveying the out-
ward deceptions and inner fears of your charac-
ters. Do yvou work a lot with actors?

FRIEDKIN: Yes, totally, to get those levels. 1
don't just stage the action. 1 have long discus-
gions about the internal aspect of the characiers,
and the emotional barometer from one stage 1o
the next.

CFQ: The hospital scenes are terrifyingly ob-
jective in contrast to most of the rest of the film
which is subjective. Was this intentional ?

FRIEDKIN: Not consclously. It bolls down to
"what's the best way to shoot this," to give the
audience the most information, or the least. It's
a specific problem that varies from shot to shot,
and scene to scene.

CFQ: Do you see the force inside Reganasa
manifestation of her super-ego?

FRIEDKIN: I don't think so, Dale. I think that
what happens to her is out of her control, and is
imposed. I think it's a disease for which there is
no name.

I think a large part of our entertainment today
is a result of the national nervous breakdown
since the three assassinations and the Vietnam
War. I think we are coming out of another kind of
seizure with the Nixon administration.

CFQ: There's something about THE EXORCIST
that its imitators can't match. 1 think the picture
is a classic.

FRIEDKIN: I feel that there's certainly a hell
of a lot there that people understand but that has
not been mined. It has a lot to say to future gen-
erations, if only on a historical basis.

Dick Smith created the makeup seen in THE
EXORCIST. It is interesting that makeup men are
artists/technicians who labor totally behind the
scenes perfecting others' faces, yet are them-
gelves, as far as the public is concerned, quite
faceless. Smith seems genuinely delighted to talk
about his craft, and I sought him out to learn the
story behind his work on THE EXORCIST and the
development of the demon makeup, a visage that
has literally haunted millions of movie-goers.
Dick is not a self-server and seems not overly
concerned with achieving public fame. The Acad-
emy Awards had been doled out several days be-
fore our talk, and the fact that not only THE EX-
ORCIST but the entire area of film makeup and
special effects had been snubbed did not seem to
bother him. Smith literally founded the f{irst
makeup department in television, at NBC during
the fifties, and has subsequently distinguished
himself in his field with exceptional work in both
film and theatre. He is currently serving as the
makeup consultant on the film production of Ira
Levin's THE STEPFORD WIVES. His idol is Jack
Pierce.

CFQ: At what point were you brought in on the
pre-production of THE EXORCIST?

SMITH: About five months before we started
shooting. 1 and the special effects chap, Marcel
Vercoutere, were both involved at the beginning
when they first got Linda Blair and were initially
discussing it in New York.

CFQ: What preparations did you undertake in
designing the makeup for Linda Blair as the pos-
sessed Regan, other than reading the novel which
isn't explicit on that account?

SMITH: 1 dug through all the books I could find
on demonology and looked at paintings and draw-
ings of demons and devils. I looked through all of
what 1 had at home—and 1 have extensive {iles on
...evervthing. I dug out every picture I could
find of anything that suggested evil and research-
ed them all for ideas to help me. As it turned out,
there was very little there in the sources that 1
found really useful. 1 must have done af leasta
dozen different makeups on Linda, and by that I
mean really different approaches. Some of them
were total disasters, just not workable at all,

Interview conducted by David Bartholomew April

4, 1974 on the set of GODFATHER II in New York
City. The transcript has been edited slightly.
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For instance, [ found that adding to her nose even
the tiniest amount, to give her a hook nose, look-
ed ludicrous on that little face. It made her look
like a midget, or something strange. You just
could not put a mature nose on her—it just didn't
go. But the point is, we tried many things. Some
worked out well from a makeup standpoint. What
we wound up with was based simply on my own
ideas.

CFQ: Did you sketch your ideas fully, then go
to the makeup, or vice-versa, or don't you work
that way ?

SMITH: The process is this: first of all I get a
life mask of the subject, Linda. Then I make se-
veral coples, so that I have perhaps six heads of
Linda, in plaster. Then I'll get out my clay, my
plasteline, and sculpt additions on to them. Obvi-
ously, in makeup you can only add three-dimen-
sionally, you can't carve anything away. So with
a little girl like Linda with a chubby face the trick
is to add to it in such a way that it will look thin-
ner instead of fatter. You sit down, and as you
sculpt, say, a nose, you try a hump, you try it
wide, long, narrow and so on and you see right
before your eyes whether it looks great or dumb.
It's a process of trial and error. Working from
your own thought, you narrow it down to two or
three good possibilities, different approaches,
which look like they will work. However , what you
sculpt on a life mask may not work well when
worn by the performer and photographed on film.
For instance, I could give Linda's life mask
cheekbones and a strong jaw and even create the
illusion of hollow cheeks, and it would all look
great on the life mask. But to transform some-
thing like that into a foam latex mask and apply
it to her face, the minute she smiled, her cheeks
would puff out and the whole illusion would be de-
stroyed. It wouldn't appear as part of her own
flesh. You have to work out something that when
applied to the face moves with every expression
and seems part of the person's natural face. Now,
working with a little girl's face like Linda's, with
the butterball nose she has and the full lips and
chubby cheeks, was really rough. She's so whole-
some looking.

CFQ: You're constantly doing research on new
techniques and materials, Was there anything new
that you used on Linda or in THE EXORCIST that
was innovative?

SMITH: Oh, yes. For instance, we were work-
ing for the most part—as 1 guess everyone knows
—on a refrigerated set. It averaged about 100. At
times, Linda had to have her legs exposed, when
she levitated, and other times, and since the
makeup on her face was very pale and sick, her
legs obviously had to match. Pancake makeup,
which we normally use for body makeup, just
wouldn't hold up. Since it was impossible to keep
going in to touch up her makeup with a cold wet
sponge under those freezing conditions, I had to
develop a plastic makeup. 1 mixed up a kind of
vinyl paint that I could spray on with a paint
sprayer. We were able to use it on her legs. It
wasn't harmful and could be cleaned off with no
real problem and would stay on during filming
perfectly and not rub off. We used it on her arms
and legs to give the basic color. Then I did an-
other type of makeup to stipple on bruises on top
of that. It held up really well and saved Linda a
lot of discomfort,

CFQ: Did the cold affect the latex appliances?

SMITH: No, it didn't. They are so thin and so
light, I think you could put a foam latex piece in
a refrigerator and it wouldn't be affected. 1 think
that the only thing affected by the cold—and I'm
not even too sure of this—was the liguid latex
formula applied to the hands of Max von Sydow to
bring out the lines and wrinkles. Normally his
hands are very smooth. It did crack and peel
some which may have been due to the cold. That's
probably the only thing,

CFQ: Can you define for us the dividing line
between what is makeup and what is special ef-
fects? The head-turning dummy used in THE
EXORCIST seems to cut across both areas.

SMITH: Yes, that's true. It is one of those
things that you work out—who does what—de-
pending on each case. Basically, we can put it
this way: anything that is put on the skin, applied
to the skin, usually has to be done by the makeup
artist. If it is something like the dummy, where
a person's face and body have to be cast, a make-

up artist is better equipped to do that, But as far
as the mechanics of the dummy are concerned,
putting in the mechanism that moves the eveballs
or turns the head, that was done by special ef-
fects. So we do work very closely. I would not do
anything without consulting with the special ef-
fects guy first to make sure that he then could
handle the situation. I would put in the eveballs
and little levers, for instance, in such a way that
I knew his devices could be attached, so that the
whole thing could function the way we wanted it
to. Vercoutere E:runuunted ver-t:m-ta:ﬂ did use
a marvelous device, it was a radio-controlled
thing that they use in flying model airplanes which
controls the flight. The unit has a little lever
which swings back and forth, so we attached that
to the eyeballs to make them move any way we
wanted. It was very sensitive. With the transmit-
ter, we could push a lever and make the eyeballs
shift a tiny amount or swing wildly. It was very
realistic, although I'm not sure how much showed
up in the film.

CFQ: You see the dummy for too short a per-
iod of time to really notice fine points. The ef-
fect of the breath condensation in the cold room
was more apparent and effective than anything.

SMITH: That was something that was added
later. That was actually the third time we had
done this particular scene with the dummy. One
of the difficulties was that | had to make the dum-
my very early before 1 had any idea how Billy
Friedkin was going to use it. I made a dummy
from head to toe, to be used in a sitting position
on the bed, and that was all 1 knew at the time.

1 molded Linda’s body in sections and made a
dummy which was basically latex filled with poly-
urethane foam, a soft foam. I did try to have the
joints at the arms and legs bendable so that we
could alter the position somewhat. The head and
shoulders were made out of a polyester resin be-
cause they had to be rigid enough to install the
mechanism to make the head pivot smoothly.

But, getting back to the coordination of special
effects and makeup, the vomiting was something
which 1 did almost entirely by myself because it
involved making flattened tubes that fitted across
the cheeks of the actress. They were connected
to a tube which went across the mouth from cor-
ner to corner—kind of like the bit of a horse's
bridle—and it had in it a nozzle. Now, the rear
part of this apparatus went back below her ears
and was connected to rubber hoses which went
down her back. Now that's where the special ef-
fects man came in. He had the responsibility of
having the pea soup at the proper temperature
(laughs) and properly seasoned. We never realiz-
ed that people would tumble onto the fact that it
was pea soup so rapidly. It was picked as a con-
venient item that seemed to be a color close to
bile-like vomit. I think if we had been aware of
that response we would have changed the color
somewhat. One thing that always happens is that
the final print that goes into theatres is often dif-
ferent from what we see in the rushes. In the
rushes, the color was simply not that vivid.

CFQ: What would you say was your most diffi-
cult task in working on the film?

SMITH: The vomiting, by all means, was the
most difficult, You see, the first thing I did was
relatively simple. I assumed that they would
shoot her from a 3/4 view, so I had a tube going
into the off-camera side of her mouth and then
covered that by making a "new" corner to her
mouth. It was a good "'cheat" because you could
see the whole mouth and you saw that the vomit
was definitely coming out of the mouth. But Billy
just insisted that the shot had to be full-face. And
1 sald: "But you can't do it full-face—it's impos-
sible!" He replied: "Well, we'll fix it with light-
ing or something."I continued to protest: "But you
will still see that bulge over there,..' But then
his own perfectionism just kind of goaded me into
striving for something better.

It will sound simple the way I describe it, but
actually devising the damned thing was very com-
plicated and not exactly in an area I am technolo-
gically familiar with. I used thin sheets of plexi-
glass and heat formed them. It so happened that 1
had bought a {lameless heat gun, like a high-pow-
ered hair dryer, which puts out temperatures of
up to 10000. | had bought this thing for the stom-
ach effect, and it was just a happy convenience
that I had it to play around with for it enabled me

to heat-form the thin plastic sheets over a life
mask of the actress. Incidentally, this particelsr
life mask was cast with the mouth open and the
corners of the lips retracted. When I heat-formed
this device, it had the effect not only of carrying
the vomit, but the plastic was formed so that the
corners of the mouth were retracted and held
The retracting part connected with the device that
went into her mouth that held the nozzle. Now all
of this had to be made as thin as possible because
over it I had to apply a very thin foam latex mask
which included the lower lip, and mouth corners
to cover this thing where it went into her mouth.
The final effect then, with the makeup and all,
and a wig on top to cover the harness that held it
all on, was a very good duplication of the demon
makeup with the mouth open. She couldn’t close
her mouth at all. This wasn't exactly comfortable
to wear, of course. So that was what we finally
used, and it was only shown for a split second.
How much of a cut is actually used where this de-
vice is on, I would assume is only during the ac-
tual spasm of vomiting. There is another vomit-
ing scene, where she is lying down, and a thick
lava-like flow comes out of her mouth. The same
device was used, simply with thicker soup made
to flow slower. It fills up the mouth and comes
out and that to me in some ways is even more re-
pulsive,

CFQ: How difficult was it for you to work with
Linda Blair?

SMITH: She's a most unusual little girl, and I
can't imagine anyone else enduring—being as pa-
tient—as well as she, She was, of course, a child,
and the most patient child in the world is not the
same as an adult. The makeup involved approxi-
mately two hours or more every morning. We
would start around T A.M. She was bored by the
whole thing—you can't blame her—so we had a
little TV set sitting on a shelf on the opposite
wall which she could see by locking in the mir-
ror. It got to be a bit dodgy at times, because if I
would get in the way of the refelction of the TV
set, she would move her head in order to contin-
ue seeing what ""The Flying Nun' was up to, and it
just made it difficult to do the makeup. The only
thing that bugged Linda was that she has lovely
hair that she is very proud of —she's a very neat
yvoung lady who takes good care of herself, One of
the things she hated was to have anything in her
hair. And, of course, we had to glop it up every
day. That really upset her, so finally, instead of
putting on what we had been using—a kind of li-
guid wax that [ used on Dustin Hoffman in MID-
NIGHT COWBOY —which took her three shampoos
to get out, we used liquid shampoo, applied right
out of the bottle onto her hair. The hair stylist,
incidentally, was a great guy, and stylist, named
Bill Farley. This was his chore every morning,
to glop up Linda's hair. But that was the only
thing with which we had difficulty with Linda,

CFQ: Did you find any problems that were in-
surmountable —things you might have discussed
doing but had to discard?

SEMITH: The obvious thing is that it was im-
possible to make Linda look gaunt. You just can't
take a chubby-cheeked little girl and make her
look gaunt, Owen Roizman, the cinematographer,
worked valiently with his lighting, trying to make
her look as gaunt as possible, but there were
times, particularly if she were supposed to smile
demonically, when those chubby cheeks would pufi
out. That, of course, was something I was un-
happy about, but there was no way out of it.

CFQ: There is speculation that many effects
actually shot for the film were left out of the fi-
nal cut. I believe Friedkin himself often makes
mention of it.

SMITH: The only thing 1 can think of, off-hand,
is that criginally they were going to have a scene
where Linda comes down the stairs in her night-
gown, and she comes down kind of upside down.
like a spider, or a snake, something loathsome.
In the book, this is where the long tongue was
supposed to come out. We took it several times,
and Billy finally decided he just didn't like the
scene, and it was cut. The only time we used this
tongue was, I think, in one spot during the exor-
cism scene. It is a foam rubber tongue which is
attached with dental plate adhesive. Of all the of-
fects, it was the easiest to do. When | read the
script, I thought: "Oh God, what am 1 going to use
for that?” And it turned out to be so simple that I



have since made up some and given them away to
a few close friends for gags. You can stick them
on with peanut butter and they are very funny.
Another effect which seemed very difficult but for
which a simple solution was eventually found was
the writing on Regan's stomach. Latex reacts to
certain solvents, so we painted the letters with
¢leaning fluid over her latex-covered stomach.

CFQ: Over the length of the {ilm there seem to
be a series of stages to Blair's makeup. Were
these definite stages that you designed as a pro-
gression of ever more horrific appearance?

SMITH: Yes...well, I think I have to go back
and tell you what actually happened to us. As |
sald, I started five months or so before we start-
ed shooting. Now, we did, at the very beginning,
six or eight different makeups and tests. Then a
second series of tests which refined it further. So
after all these steps we finally arrived at a make-
up which was actually much more demonic than
what we used in the film. Billy liked it with afew
reservalions—he wanted me to eliminate several
little wrinkles that he thought made her look too
old, but generally we agreed. That was it; we had
the green light to go ahead, which means that ]
could correct the molds and go into the business
of manufacturing masks. 1 can only make a cou-
ple a day, because the mixture and the baking of
the foam latex in these molds takes {our to six
hours. 1 had an estimate that the shooting sched-
ule would run X number of weeks. You have to
make a mask for every day's use, and some to
spare. Of course, when | say "mask,” it is not
literally in one piece. They are made up in sec-
tions that cover certain parts of her brow, mid-
face, chin, and so forth. Also, her hands were
involved and also her neck. And, we had planned
various stages, as you originally asked. There
were some tiny pieces to start off with, and a
modified version of the demon makeup that was
supposed to come into the film in the scene with
the psychiatrist. Incidentally, we had several
different shades of contact lenses which we made
up, with a progression planned for these also.

Anyway, we {inally started {ilming September,
1972 and it wasn't until a couple months later that
we came around to doing the earliest manifesta-
tion of the demon. This was the scene with the
psychiatrist and I used this early version of the
demon makeup for it. 1 wasn't too happy with it
because [ didn't think she looked demonic enough.
I had in my mind the struggle to make her look
really fiendish, because her Iacial expressions
were very limited, At the beginning it was hard
for her even to frown. But we got to this scene
with the mother and the psychiatrist and {ilmed
it, amd it was a disaster because Linda really
locked so physically different. This sweet little
girl had turned into something pretty loathsome,
and the dialogue of the adults in the scene just
became funny. No oneé could say those things and
vet sit in a room in real life with someone who
locked like that. So, we re-scheduled shooting for
the scene, and ] started doing more makeup test-
ing on Linda. Billy decided that it had to be—his
favorite word—"organic,'" it had to grow from
within. We had many consultations, and I brought
in all kinds of pictures to show him. It was diffi-
cult because at this point, 1 didn't know what to
do. 1 had used mv best ideas—I had done it as
well as 1 could, and now Billy wanted something
different.

I'd show him a picture of Claude Rains as the
Phantom of the Opera, with half his face burned
off. And he'd say: "Yeah, let's do something like
that. [ like the asymmetrical thing, that's really
good. " I said: "Well, let's make it look like some
sort of disease rather than an obvious burn, some
sort of hali-distorted face, as if she's gotten
sick.” Billy wanted to keep everyone guessing as
to whether she was truly possessed, or whether

Makeup artist Dick Smith at work. Top: Smith
touches-up Linda Blair's makeup on location in a
scene that was edited from the final film. Middle:
Emith and assistant Bob Laden adjust the hair
around Linda Blair's neck for a scene that will be
cut in right after the dummy head-turning. Bot-
tom: Linda Blair is shown the life-mask made by
Smith and used to design and create the rubber
latex makeup appliances which must fit snugly
and exactly to the contours of her face.
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it was just an aberration of some sort. With my
original makeup, there would have been no ques-
tion. So, we started to try makeups based on our
talks. One of the things that came along in this
stage was—I1'm not sure if it"s in the book or the
script or what but it certainly was in Billy's head
—that there were cuts somewhere on her and that
they could be self-inflicted, or they could be de-
monic manifestations. Whichever, it didn't have
to be stated. So | did a thing with a lot of cuts and
gashes on one side of her face, and this is finally
what we did. I took this cut idea and saved from
the earlier makeup the slightest suggestion of a
demonic brow because, of course, the eyes were
still the focal point, and the contact lenses alone
were not enough. In fact, we didn't go to them un-
til the exorcism scenes. The eyes were without
eyebrows—it was the kind of hideous skull - like
look of the Phantom of the Opera, the Lon Chaney
version. It has a stark quality, with the dark a-
round the eyes. It's sbout as evil as you can get
with a little girl, I think. Then with that, we plac-
ed cuts very carefully in such a way as to make
her face look as lop-sided as possible. Then [ did
appliances around her mouth which cancelled ber
own cupid's bow moath, thickened it somewhat
and carried it over to the left side to give a droop
to the corner of her mouth. So we had distortion
there. Incidentally, we had also planned to use
false teeth. We had a number of sets of them
made up, also in a progression, and started to
use them, but Billy decided he might very well
want to use Linda's voice and since she was hav-
ing a little difficulty speaking with them, we
scrapped the teeth. Subsequently, I just painted
her teeth with tooth enamel to make them look
rotten. Originally, we had also planned to use a
wig, but we scrapped that also and used Linda's
own hair. The important point is that we got clos-
er and closer to Linda herself, and therefore, it
became more and more believable. She was real-
ly almost recognizable, at least it was the most
moderate kind of transformation that we could do.

1 should explain that all the time I was trying
to devise this new makeup we were filming other
scenes so nothing was held up. But I had to create
this new makeup under great pressure, and when
we finally did test it satisfactorily and Billy gave
me the go-ahead, there was the question of man-
ufacturing the masks again. I couldn't do that and
be on the set for my other work at the same time,
s0 I brought in a young friend of mineé from Cali-
fornia who I think is a genius and will one day
beat me at my own trade. His name is Rick Bak-
eér. He came and lived at my house—my labora-
tory is in the basement—and he baked all the
pieces for me after 1 had gotten all the molds
made.

Having established the basic look, then came
the question of various stages to it. We never
tested these and I had to guess at how far I could
g0 in making the various changes and still not ex-
ceed Billy's limits of what he would accept.
Therefore, I had to be fairly conservative, There
are definite stages. The first was simple little
fresh cuts. Then we go to the first really ugly
stage which involved the appliances; they were
kind of swollen, scabby, pus-filled cuts. The
third stage was even worse in that they were all
thicker and more swollen and more distorting.
Then, when we actually got to the exorcism, they
were actually less severe. This was Billy's idea.
I feel that if we had had more time to do tests, 1
would have liked to have gone further for the ex-
orcism, to have gotten even more demonic. But
under the circumstances, I think it came off OK,
the best that we could do considering everything.

CFQ: You have said in another interview that
you usually like to teach a subordinate or even
the actor himself to do his own makeup. Was this

Top: Max von Sydow as Father Merrin. Makeup
used on von Sydow was actually more extensive
than that used on Linda Blair. Smith ecalls von
Sydow's makeup "the most complex, most diffi-
cult old-age makeup I've ever done.” Bottom:
Regan cries out for help in the only way she can
as the feeble letters "help me" rise up visibly on
the skin of her emaciated stomach. In ignoring
Smith's creative makeup design on THE EXOR-
CIST the Motion Picture Academy clearly showed
their prejudice against the film.

practice observed on THE EXORCIST?

SMITH: No. 1 never teach an actor to do his
own makeup. | think a makeup artist who encour-
ages an actor to do his own makeup is usually
simply being lazy. 1 do try to spread around in-
formation. The most important thing is to have
good assistants, because you can't do it all your-
self. Now, I was lucky in not only having Rick
Baker doing some lab work and also helping on
the dummy, but also, on Max von Svdow's make-
up, Bob Laden from New York, who is a terrific
makeup artist in all ways. He has worked with me
quite a number of times before, so after 1 had
worked out von Sydow's makeup, he stepped right
in.

Max von Sydow's makeup was actually much
more extensive than Linda Blair's. It was a
three-hour makeup job and a very difficult one.
Aside from Dustin Hoffman's makeup on LITTLE
BIG MAN, it was the most complex, most diffi-
cult old-age makeup I've ever done. One of the
rezsons it was so complex was that Friedkin was
taking tight closeups without any diffusion on Max.
We bhad foam latex pleces on Max's face and a
heavy rubber mask greasepaint kind of makeup,
yet it looks very real. That great tech-
nical and artistic perfection. 1 d n't think maost
pecple realize just how much makeup is on Max's
face. Max is really only about 44 years old. 1
tried to use the same technique to age Max that [
used on Marlon Brando ih THE GODFATHER.
Marlon had a simple makeup really. He didn't
wani anything elaborate, so what we worked out
was a liquid latex formula that you stipple onto
the face with a sponge, then stretch the skin and
dry it with a hair dryer. What that does is length-
en the skin and makes it leathery, so that when
you let it go, it breaks into a bunch of little wrin-
kles. I you do It a certain way, you get wrinkles
that are really natural. It worked fine on Marlon,
who was about the same age as Max, but on Max
it just wasn't sufficient. I had to make appliances
which virtually covered the entire sides of his
face, his upper lip, his chin and the wattle over
the Adam's apple, that little area over the neck.
The rest—the eyes, the back and sides of the
neck—was done with "old-age stipple." Also, his
hands were done with a special latex stipple for-
mula.

Incidentally, you had asked me before about
innovations, it suddenly occurs to me that one
was that 1 worked out new ageing formulas of the
latex materials that gave a much better effect and
didn't come off as easily as they usually do. That
is the problem with these things, they tend to
come loose and peel when a person perspires un-
derneath it. 1 had a lot of trouble with Marlon's
for that reason. 1 was even able to invent some
formulas that stood up in Iraq where tempera-
tures were up to 1150 in the shade. They were
virtually waterproof. On that subject 1'1l add one
more thing—almost every color and material us-
ed was something that I had to mix up from vari-
ous colors and materials to make it suitable for
what we were doing. So I now have boxes and
boxes of jars of all these odd things. Black and
blue colors, 1 have dozens of them (laughter). ..

CPQ: Some people have called THE EXORCIST
a jinxed film, linking the subject matter to cer-
tain incidents during filming, such as the death of
Jack MacGowran, the delays,
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on
one of the actors died right in the middle of
bhad to be replaced by a double. I've

to break legs, lose eyes, do all
kinds of things while working on films,

CFQ: Of course, but this has been blown all
out of propartion on this film.

SMITH: Oh, it's incredible. It makes good
copy. There are a lot of funny stories about the
film. I think the loss of the Pazuzu statue, which
turned up in Hong Kong, is amusing. The big sta-
tue which is shown in Irag was made here in New
York and shipped over along with a lot of other
stuff via air freight. It was supposed to be taken
off at Bagdad Airport and trucked up to our loca-
tion. The truck arrived with everything else, but
no statue. I mean, how can you loose a B-foot
statue? It seemed like the demon had taken off by
himself —it was really great! And, of course, how

odd that they found it in Hong Kong. There was a
logical explanation. It had been packed in the
wrong compartment of the cargo plane because
there wasn't room in the correct one. By the
plane’s route, it wound up in Hong Kong, and when
they got there and still had a package, they took
it off there.

One other story that I like also involved the
statue. When they finally got it in position for
shooting, Billy Friedkin wanted hawks to fly ov-
erhead. They brought hawks down from England
il great expense, but they wouldn't fly in the hot
weather, so that plan was abandoned. But they
didn't give up. The production manager went to a
little native village and got a couple of dead
lambs and stuck them up by the statue on the
mountain hoping to draw vultures, or something.
No vultures came, but what happened was that the
villagers began talking about this strange old man
from America who had come to Hatra—the name
of the ancient city there—brought his own statue
and was making animal sacrifices to his own God!

CFQ: Friedkin has indicated that everyone
working on the film became very tightly - knit—
he used the term "spiritual community” in his in-
terview at the AF1. Did you feel any of this?

SMITH: Most film crews, at least ones that
I've worked on, are composed of a lot of really
hard-working people. There's a certain solidari-
iy among most members of crews. They are very
professional people, and they all pull together.
There's always a couple of people who don't, but
that's just the way it is. On THE EXORCIST there
was a particularly good crew, certainly. They
were all top people, but I hesitate to say there
was any "spiritual" (laughs) togetherness here.
We had a very challenging job, and we all worked
at it. 1 look back on it fondly because 1 had more
time on it to experiment and develop things than
I've ever had on any other film, and that's always
marvelous. I would love to do something like that
again, to work with Friedkin again. When it was
all over, I would say that it was kind of like a
trial by fire, and the relationships that were
formed had certainly been tested by some of the
most difficult and aggravating conditions. There
were a couple of times where the conditions were
such that 1 wanted to quit and did virtually tender
my resignation.

CFQ: Was this frustration with the work?

SMITH: I don't really want to get into it. Let's
just say that there were a couple of phases of the
operation which were exceedingly trying. But we
did get over them. Not everything went smoothly,
by any means. We had some very rough spots,
but we all weathered them and it came out well.
It was finally very gratifying, and relationships
that may have been rocky at one point were good
at the end.

CFQ: You mentioned having seen THE EXOR-
CIST only once. What was your opinion of it?

SMITH: I saw it at a private screening just be-
fore its release. I thought it was marvelous. 1
had seen some of it when Billy was editing it,
while 1 was working on GODFATHER II in Cali-
fornia. I'd run over and visit him sometimes. 1
remember when I saw the masturbation scene.
They fimally finished putting it together and they
ran the whole scene, which only runs a minute or
s0. And even though I knew everything that was in
it, 1 sat there and the chills went up and down my
spine. I remember thinking at the time, "This is
really going to do it. This is really going to be
fantastic."”

CFQ: Do you prefer doing horror films rather
ﬂ;':;m, say, what you're doing now on GODFATHER
n?

SMITH: No. GODFATHER 1I has nothing really
extensive of any sort. It's a lot of little things.
The only thing at all complicated was a throat-cut
I had to do in which the throat continues to bleed,
to spurt blood, and that was tricky. The film is
entirely different from THE EXORCIST because
there was no preparation involved for me. We're
winging it as we go along. Whatever effect is
needed 1 have to try to cook something up on the
job. It's not as convenient a way to work.

CFQ: Some people—particularly Catholics—
feel THE EXORCIST is cbscene. Do you agree?

SMITH: No. I don't think it is obscene. It is a
matter of personal opinion I guess.
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