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A Note About the Revised 2nd Edition

When the original edition of this book was published in 1997, there was only one authorized version of The Exorcist: the two-hour version first released theatrically in 1973. The status of numerous ‘missing scenes’ was then the source of speculation and disagreement between writer-producer William Peter Blatty, who remembered a superior, longer version of The Exorcist; and director William Friedkin, who claimed that the ‘finished’ film was definitive. In my original book, I speculated as to the nature of the ‘missing scenes’ which Blatty remembered, but which remained unseen and shrouded in mystery.

While researching the BBC documentary The Fear of God in 1998, I was able to reconstruct many of these scenes from newly uncovered outtakes, which were discussed in a new Epilogue added to the ‘2nd edition’ of this book. Finally in 2000, despite all previous protestations to the contrary, Friedkin produced an entirely new 132-minute cut of The Exorcist, reinstating scenes which he had previously deemed ‘redundant’. The ‘Revised 2nd edition’ of this book provides details of The Exorcist: The Version You’ve Never Seen in a specially written Epilogue, and the notes have again been updated to accommodate more recent research. However, to preserve the integrity of my original text, and to emphasize the changing nature of Friedkin’s attitude to this material, the Prologue and Chapters 1 to 4 remain unchanged from my original 1997 edition.

The 1998 Friedkin/Blatty discussion which featured in the ‘2nd edition’ is also included as an appendix.


Prologue

At the beginning of the 1970s, America was an anxious country. Social, racial and generational divisions were rife. Where only recently the Air Force had dropped food parcels for the crowds of beatific Woodstock revellers, now the National Guard was shooting American college kids protesting about the Vietnam War. Hippies, once tolerated, found themselves tarred with the same brush as Charles Manson, the cult-murderer who made shaggy hair, sex and drugs synonymous with brutal killing and pagan sacrifice. The death of Meredith Hunter at the Altamont Free Festival in 1969 had left a generation of flower children wondering what had happened to all the peace, love and understanding with which they were going to save the world. Even the government was unravelling inexorably, as President Richard Nixon became increasingly implicated in a string of suspicious, even criminal, subterfuges. By late 1973, the presidency was on the brink of collapse, the walking wounded from Vietnam were everywhere in evidence, and the only thing America was exporting with any success was paranoia.

At around the same time, a minor storm was brewing in Europe: Pope Paul VI had issued a statement expressing his deepening concern about the demonic influences at work in the modern world.

On 15 November 1972, he proclaimed:


Evil is not merely a lack of something, but an effective agent, a living spiritual being, perverted and perverting. A terrible reality ... So we know that this dark and disturbing spirit really exists and that he still acts with treacherous cunning; he is the secret enemy that sows errors and misfortunes in human history. The question of the Devil, and the influence he can exert on individual persons as well as communities ... is a very important chapter of Catholic doctrine which is given little attention today, though it should be studied again.1


It was in the midst of such social and religious unease that The Exorcist opened in the US on Boxing Day 1973 – a year after the Pope’s controversial address, and just seven months before the House of Representatives initiated impeachment proceedings against Richard Nixon, making him the first American president ever to resign from office. Produced by a major studio, adapted from a bestselling novel and directed by an Oscar-winning film-maker, The Exorcist bore as little resemblance to the gothic horror chillers of the 60s as Nixon did to JFK. Eschewing the costumed high-campery of the traditional Hammer romps, The Exorcist presented a credible portrait of the modern urban world ripped apart by an obscene, ancient evil. For the first time in a mainstream movie, audiences witnessed the graphic desecration of everything that was considered wholesome and good about the fading American Dream – the home, the family, the church and, most shockingly, the child.

Although movies such as Roman Polanski’s Rosemary’s Baby had toyed with concepts like this, none had come close to matching the visceral visual onslaught offered by The Exorcist. Here were images of a young white American girl urinating on the floor of her suburban home, vomiting on the neighbourhood clergy, battering and humiliating her mother, lewdly abusing religious artefacts, and spewing forth obscenities that would shame Lenny Bruce – all delivered in a high-gloss, high-voltage cinematic package which used avant-garde sound and vision editing to further penetrate the viewer’s hyperstimulated psyche.

But below the gaudy surface, something far more complex and contradictory was at work in The Exorcist. For all the outrage the film provoked among the ‘moral majority’ and the religious right, the tensions that it portrayed were recognizable and credible, even to those who despised the movie. Rebellious children, the breakdown of the family, the lack of respect for religious traditions, the destruction of the home – these were all issues that deeply troubled the conservative elements of America. More importantly, the solutions 
The Exorcist appeared to offer were oddly reassuring for those who longed for a return to an absolute moral order. For here on screen was a clear-cut struggle between good and evil in which priests, policemen, good mothers and devoted sons fought a righteous battle to release rebellious, parent-hating children from the grip of a lustful, all-consuming devil. For all its terrifying reputation, wasn’t The Exorcist more a fantasy of wish fulfilment than a nightmare of horror?
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The poster

It is in this tension between the progressive and the regressive, the divine and the depraved, the hidden and the apparent, that the power of The Exorcist lies. Written by a Catholic, directed by a Jew and produced by the vast multinational Warner Bros., this was a movie that was championed by sometime political radicals such as Jerry Rubin, picketed by concerned pressure groups, paid for by millions of eager punters, praised by the Catholic News for its profound spirituality, and branded satanic by evangelist Billy Graham.2

Never before or since has a mainstream movie provoked such wildly diverging reactions. In the UK its power led to it being banned on video.3

Nearly a quarter of a century after its creation, it remains an unresolved mystery, with equal power to elate and disturb, thrill and appal, engage or enrage. As we shall see, it is also a movie at war with itself, a divided entity which, even after its blockbusting opening, was declared incomplete and unfinished by its writer, and which continues to provoke its creators to oscillate between agreement and dissent.

OEBPS/images/inline0.2.jpg
QH

J*c:q; 4 f&a /
4 .

o





OEBPS/xhtml/toc.xhtml



		Cover


		Series


		Title


		Contents


		Acknowledgments


		A Note About the Revised 2nd Edition


		Prologue


		1  The Beginning


		2   The Edge


		3  The Abyss


		4  And Let My Cry Come Unto Thee


		5  Epilogue


		Appendix: Late Night Double Bill


		Notes


		Credits


		Bibliography


		Copyright








OEBPS/images/inline0.1.jpg
o B I o, WASHINGT
Ritual of Exorcism Repeated ‘[FC(

|
pPriest Frees Mt. Rainier Boy [Enc

Reported Held in Devil’s Grip | .
2y Giv
1 v s g ne e Tl v rovin e ey on
e et Nt el e of exocm 1] S
PELERITL T I on
s e ol S ok e 8 it
o S T o ! o
*Gnty sher bebween 30 and 30 A priet here viced the beir| D

evtomances ot ok s i " war proany the A
ot vere and o 5. Lowk, conng ow of he devl through| By

e ey <o ot ofthe at i at e 5 cemury of|
T box, s ool st ere i pr.The
o il cxcnt 1he Tt of thse, Rape n th. enire hors o e gong.
“PThe. st present form acted t
e Cinges e had never utleds e by e o o Vision §
ate, Wikserer he pric resche s AL braaen i B
el CIRAEIe i e T 1o st s bt Netner

ule he nare ot he” Paher, 1 Son Sk e s o "t he
o oy G o e Py, et o S0 U ylins
dev ous e e e g Respon

T Compite devotonto s e, EHUETS 35, Irl Jumolng
ot nd e sl vl e oy e £, 1o e relerter
o 2 PR DI s s pome o g

3 e S e emomy i, U vl 3

o TS St amiaen 11 TN wae ke 10 George: TS
i Pt he b v eSS 12 Uar il e MU 3
o, deny moving s e 1o e i Seon was shaus chale
e A Mahington Proant mini 816 L0 LD LR e
predauly repored Ber Ui ot are desut I o ch






OEBPS/images/cover.jpg
BFI FILM THE EXORCIST
@ IIFASSESRIEGES Mark Kermode






OEBPS/images/inline0.4.jpg





OEBPS/images/logo.jpg





